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 This study provides a historical contextualization of fortepiano pedaling trends in 
the late eighteenth and early nineteenth centuries. A brief history of the development of 
the fortepiano by region illuminates the complex narrative of the evolution of fortepiano 
technology. The symbiotic relationship of evolving fortepiano innovation and the 
emergence of disparate schools of fortepianism is confirmed in the pedagogical writings 
of important fortepianist-composers C. P. E. Bach, Johann Peter Milchmeyer, Johann 
Nepomuk Hummel, Carl Czerny, Louis Adam,  Daniel Steibelt, and Johann Baptist 
Cramer. Their playing ideals and compositional techniques set the precedent for the long 
pedal markings of Ludwig van Beethoven. A large portion of this study is devoted to the 
influence of Wolfgang Amadeus Mozart. Beethoven was seen as Mozart’s successor, 
both as a composer and on the public stage of Vienna’s lively concert scene, but 
undamped textures in Mozart’s post-Salzburg piano concertos deserve greater recognition 
as an influence on Beethoven’s style. The final chapter of this study provides an in-depth 
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The fashionable trend of undamped textures in music for fortepiano was born in 
the salon-concert scenes of late eighteenth-century France and England through the 
celebrated careers of fortepianist-composers such as Daniel Steibelt, Louis Adam, Jan 
Ladislav Dussek, and John Baptist Cramer. A shifting of musical tastes toward the 
experimental, whether by way of form,1 timbre,2 or expression3 was reinforced by an 
influx of new fortepiano technology from competing manufacturers. Existing scholarship 
confirms that the English and French schools of fortepianism were responsible for the 
proliferation of long pedal markings in published music, and, indeed, the evolution of 
contemporary instruments reflects this narrative. However, when the modern pianist 
considers pedaling effects in the Classic era, only one composer comes to mind: Ludwig 
van Beethoven. How did “blur”4 become such an integral component of Beethoven’s 
compositional voice and sound world? The aim of this study is to bridge a gap in the 
narrative of pedal trends through the tracing of fortepiano technology and pedagogy, the 
influence of Mozart, Beethoven’s instrument preferences, and the use of “blur” in 
Beethoven’s symphonies. 
 The work of many performers and scholars has provided a solid foundation for 
my quest for a more comprehensive narrative of pedaling trends, especially with regards 
 
1 The Pot-pourri and other small character pieces became a popular idiom. 
2 Sound effects controlled by “modification” pedals (see my Chapter 3) were fashionable. 
3 Ample indication of dynamics and other expressive markings in published music were now 
commonplace. 
4 In this study, the term “blur” will be defined as any mixing of harmonies or non-chord tones that 
results from the lifting of the dampers of the fortepiano. 
 
 2 
to the music of Mozart and Beethoven. The research of Eleanor Selfridge-Field 
illuminates the transition from earlier keyboard instruments like the harpsichord to the 
instruments of Bartolomeo Cristofori. This shift is of paramount importance to the career 
of Mozart, most of whose Salzburg-era piano concertos were premiered on harpsichord. 
The labor-of-love that comprises the writings of Eva and Paul Badura-Skoda helps us to 
understand the often underemphasized complexity of Mozart’s style, including the 
indisputable fact that, though there are no published pedal markings to speak of in his 
works, Mozart would have expected some use of the damper-lifting mechanism to 
accomplish certain textures.5 The writing of Paul Badura-Skoda provides an in-depth 
analysis of various undamped textures in the sonatas for fortepiano and Eva Badura-
Skoda emphasizes the significance of such textures in the post-Salzburg concertos.6 
Chapter Five of this study will extend their inquiry into specific passages from the post-
Salzburg piano concertos, with special attention given to the fortepiano as an equal 
partner to the orchestra—the “orchestral fortepiano.” 
 I owe much of my understanding of undamped textures in the piano sonatas of 
Ludwig van Beethoven to the research of performer-scholar, David Breitman. In his 
thesis, Breitman gives a table of every pedal marking in Beethoven’s thirty-two sonatas.7 
This work, in addition to outlining contemporary treatises, served as a launching point for 
my survey of fortepiano tutors that address pedal “blur.” Chapter Six of this study 
 
5 Paul Badura-Skoda, “Mozart Without the Pedal?,” The Galpin Society Journal 55 (April 2002): 332-
350, at 347. 
6 Eva Badura-Skoda, “The Anton Walter Fortepiano: Mozart’s Beloved Concert Instrument: A 
Response to Michael Latcham,” Early Music 28, No. 3 (August 2000): 469-475, at 470. 
7 David Breitman, “The Damper Pedal and the Beethoven Piano Sonatas: A Historical Perspective,” 
(DMA diss., Cornell University, 1993). 
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endeavors to extend the investigation of “blur” in Beethoven’s music past the typical 
focal point of the first movement of the piano sonata No. 14 in C-sharp minor, op. 27, no. 
2 (“Quasi una fantasia”) through the rest of his body of works for fortepiano (chamber 
music and piano concertos included), culminating in the striking examples of undamped 
effects in the symphonies. 
 Beethoven’s instrument preferences and eye-witness accounts of his playing 
provide an invaluable window into his sound world. The published work of William S. 
Newman describes how Beethoven’s instrument preferences directly effected his 
compositional style. In Chapter Six, I’ve provided a table (see Fig. in my Chapter 6) that 
connects Beethoven’s fortepiano acquisitions chronologically to his works by opus 
number, in an effort to help the reader visualize this relationship.  
H. C. Robbins Landon’s collection of eye-witness accounts in his book 
Beethoven: A Documentary Study8 has served as a fascinating resource for grounding 
each work in the contemporary musical moment and contextualizing my exploration of 
undamped textures throughout Beethoven’s body of works. Though there is not much 
mention of fortepiano pedaling by the composer himself, there are a few letters, 
translated in Emily Anderson’s collection,9 that address issues of performance, with some 
specific references to instruments and makers. 
The wealth of academic research that precedes and bolsters this study has 
rendered this project possible, but the true avenue for discovery is the published music 
 
8 H. C. Robbins Landon, Beethoven: A Documentary Study (New York: Macmillan, 1975). 




itself. In Chapter Five and Six, every effort has been made to provide clear and accurate 
images of each excerpt. However, some variation exists in the placement of pedal 
indications among different editions. Nonetheless, the relevance of any example is not 
determined by the specific placement of the marking, but rather by the irrefutable 
existence of “blur” as a sound effect. Beethoven is the composer who codified long pedal 
markings, which had previously suffered from a prevailing stigmatized reputation. “Blur” 
as a defining characteristic of Beethoven’s aesthetic played no small role in his position 
as a transitional figure between the Classic and the Romantic era. In order to better 
understand this complex narrative, we must investigate the history of Beethoven’s 






A Brief History of the Fortepiano 
 The invention of the fortepiano by Bartolomeo Cristofori in 1709 was a quiet 
affair, at best. The first instruments were complicated and fickle, requiring constant 
maintenance and frequent repairs. In Italy, it took almost thirty years before any music 
was published for the new fortepiano. Italians, especially, preferred the sonority and 
function of the harpsichord and were very reluctant to change. Eleanor Selfridge-Field 
comments on the financial instability of working musicians in Italy: “Social histories of 
music enable us to see that, in general, musicians of the time occupied a relatively low 
socioeconomic status.”10 Cristofori’s new instruments were expensive, impractical, and 
ultimately inaccessible to working musicians. Even after the fortepiano had gained some 
popularity in Germany, Vienna, France, and England, there was a prevailing sense of 
apprehension about its value to the musical community at large. C. P. E. Bach remarked 
in his treatise, Essay on the True Art of Playing Keyboard Instruments, “its touch must be 
carefully worked out, a task which is not without difficulties.”11 Wolfgang Amadeus 
Mozart, who considered C. P. E. Bach as his musical father, is largely credited with 
securing the fortepiano’s position as the preferred concert instrument through his public 
performances of the post-Salzburg piano concertos. The increased resonance of his 1782 
Walter enabled him to write for the fortepiano as an equal to the orchestra. Its louder tone 
 
10 Eleanor Selfridge-Field, “The Invention of the Fortepiano as Intellectual History,” Early Music 33, 
No. 1 (February 2005): 81-94, at 81. 
11 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, trans. William J. Mitchell 
(New York: Norton, 1949), 36. 
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was able to fill larger venues, which dramatically increased concert revenues. The 
fortepiano’s journey from obscurity in early-eighteenth-century Italy to overwhelming 
popularity in late-eighteenth-century Vienna is a complex narrative that is culturally 
specific and geographically diverse. 
 Apprentice Giovanni Ferrini continued in the tradition of his teacher Bartolomeo 
Cristofori by making instruments that combined elements of harpsichord and fortepiano 
action. In fact, hybrid fortepiano-harpsichords were popular at the time. These models 
were played by the likes of Domenico Scarlatti and the famous castrato, Farinelli. Below 
(see Plate 1) is a drawing of the action of a typical Cristofori instrument. 
Plate 1: Scipione Maffei’s drawing from “Descrizione d’un Gravicembalo col Piano, 









 David Rowland describes the action according to the diagram in detail: 
The action in Maffei’s  diagram works in the following way: as the key (C) is 
depressed one end of the intermediate lever (E) – which pivots around the pin (F) 
– is raised. This causes the escapement (G) to push the hammer (O) towards the 
string (A). The escapement then ‘escapes  ’from contact with the hammer and 
 
12 Scipione Maffei, “Descrizione d’un Gravicembalo col Piano, e Forte,” in Rime e Prose del Sig. 
Marchese, (Venice: Sebastiano Coleti, 1719),  309-316, at 312. 
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allows it to fall back to its resting position, on a silk thread (P). When the key is 
released, the escapement, which is hinged and attached to a spring (L), slides back 
into its resting position and the damper (R) – which had been lowered when the 
key was depressed – comes back into contact with the string in order to damp the 
sound.13 
 
The Cristofori action evolved quickly throughout the 1720’s, but some elements 
remained unchanged: construction materials were lightweight, hammers were hollow and 
small, the range was smaller than many contemporary harpsichords, spanning less than 
five octaves. Additionally, the sound was distinctly less powerful than that of a 
harpsichord, and there was no global damper-lifting mechanism. It was recommended by 
Maffei that the new Cristofori fortepiano be used for solo performances and 
accompaniment of single instruments, not in an orchestral setting.14 
 In Germany, Christoph Gottlieb Schröter invented a hammered dulcimer-like 
(then called “pantalon”)15 instrument operated with a keyboard. It was admired by 
professional musicians and audiences for its bright, undamped sound. Later, for several 
years following the decline of the pantalon, the lever of the fortepiano that lifted all the 
dampers was referred to as the pantalonzug or “pantalon stop.”16 In the 1730’s, a region 
outside of Leipzig was the epicenter of fortepiano development. Gottfried Silbermann, 
 
13 David Rowland, “The Piano to c. 1770,” in The Cambridge Companion to the Piano (Cambridge: 
Cambridge University, 1998), 7.  
14 Maffei, “Descrizione d’un Gravicembalo col Piano, e Forte,” 309. 
15 Pantaleon Hebenstreit (1667-1750) popularized the pantalon with his performing tour of Europe in 
the 1710’s. He was a university student, dancer, and town musician in Leipzig who adapted the 
pantalon from the already common dulcimer. Hebenstreit was discovered playing the new pantalon at 
an inn in Leipzig and subsequently became widely known for his unique style of performance, which 
incorporated elements of theater—aptly so, as the word “Pantalone” represented a clown-like 
character in French and Italian comedy. In her article about Hebenstreit’s rise to fame, Sarah E. Hanks 
brings to light the double-entendre of the naming of the instrument after its creator. 
16 Rowland, “The Piano to c. 1770,” 10. 
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who earned the hard-won admiration of Johann Sebastian Bach, and his apprentice, 
Christian Ernst Friederici, were the most prominent makers. Friederici also made 
clavichords, several of which were owned by Wolfgang Amadeus Mozart when he lived 
in Salzburg. The fortepianos of Silbermann and Friederici had a similar action to those of 
Cristofori and Ferrini, however Silbermann is credited for having added modifying stops 
operated by hand levers, which included the first damper-lifting mechanism. 
 The mid-eighteenth century saw the development of differently-shaped 
fortepianos, spearheaded by the innovations of Friederici, which included the invention 
of the square piano and the upright grand. Gottfried Silbermann’s nephew, Johann 
Heinrich Silbermann, was based in Strasbourg and continued in the tradition of his 
uncle’s firm. Despite the rapid innovation of fortepiano manufacturing, the fact remained 
that the fortepiano was seen as simply another option for performance and was not 
preferred over the harpsichord or the clavichord until the Stein firm of Augsburg rose to 
prominence in the late 1770’s. Nannette Streicher married Johann Andreas Stein and 
continued the family legacy in Vienna through the turn of the nineteenth century. In the 
1780’s, two distinct Viennese fortepiano actions dominated the scene: that of Stein and 
that of Walter. The main difference in the Anton Walter fortepiano, a key factor in 
Mozart’s selection of the instrument over the Stein in 1782, was that it was outfitted with 
hammer back checks. This device allowed the fortepianist to play with greater force into 
the keys without the unattractive rattling sound caused by the hammers bouncing back 
and re-striking the strings. Despite this advantage, the Walter fortepianos, unlike those of 
Stein, did not come with a damper-lifting mechanism.  
 
 9 
 The first fortepianos of English manufacture were copies of Cristofori models 
made by a monk called Father Wood, though almost nothing is known about him. The 
hybrid fortepiano-harpsichords of the Ferrini variety made their way to England by way 
of an English cleric and the square pianos of Johann Christoph Zumpe, who emigrated 
from Germany, became a popular option for amateur musicians in the home.17 The first 
full-size grand pianos in England were made by Americus Backers. In the 1770’s, 
Backers laid the foundation for the action of the later Broadwood fortepianos and 
standardized both the damper-raising and una corda floor pedals, as opposed to the 
German hand stops and split knee levers (See Plt.  2).18 
Plate 2: Grand Piano by Americus Backers. Photo from David Rowland, “The Piano 











17 Rowland, “The Piano to c. 1770,” 16-17. 
18 The split knee levers of early German and Viennese fortepianos were damper-lifting mechanisms 
operated by the player by lifting the left or right knee. Some fortepianos had the ability to isolate the 
dampers of the top and bottom registers (isolation of the top register was more common); hence 
“split”: one for the treble dampers, one for the bass dampers. But more usually, the left knee lever 
lifted all of the dampers. 
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The placement of the una corda and the damper pedals near the floor was far more 
convenient than both the hand stops and knee levers of German models. This new ease of 
use gave rise to the distinctive pedaling of the English school of fortepianism, as explored 
in Chapter Four of this study. In England, unlike in Germany and Austria, the fortepiano 
became the preferred instrument for public performance by 1770.  
 Around 1775, a chasm began to emerge between the stylistic ideals of the English 
and Viennese schools of fortepianism, which greatly affected the evolution of the 
instrument. One major difference was in the internal construction; the Viennese 
instruments of Stein had strong baseboards and the English models had strong siding. 
This in combination with the English models’ heavier hammers made the English 
instruments much louder and caused them to have an inherently undamped sound in the 
upper register. In 1793, John Broadwood expanded the range of the grand pianoforte to 
five and a half octaves, inspired by requests from Johann Baptist Cramer and Jan 
Ladislav Dussek.19 The expanded range resulted in competition from the Viennese Stein 
firm, who followed suit. We can most clearly see the impact of the Broadwood’s 
expanded range in the late period works of Ludwig van Beethoven, who was presented 
with an instrument from the firm in 1818. Shortly thereafter, inspired by the heavy 
English action and convenience of the three floor pedals, Beethoven wrote his Piano 
Sonata in B-flat Major, op. 106 (“Hammerklavier”). The last piano Beethoven owned 
was lent to him by Viennese fortepiano maker Conrad Graf in January of 1826.20 The 
 
19 Cramer and Dussek were Muzio Clementi’s most important pupils. Both separately published 
fortepiano manuals that exemplify the ideals of the English school of fortepianism (see my Chapter 4). 
20 Stewart Pollens, “Beethoven’s Pianos: Part 3,” Piano Today 27, No. 2 (Spring 2007): 24-25, at 24. 
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Graf fortepiano also had three floor pedals, but was quadruple-strung, an innovation that 
was deemed counterproductive by Matthäus Andreas Stein, brother of Nanette 
Streicher.21 
 It wasn’t until the 1760’s that French musicians and audiences were introduced to 
the fortepiano. Successful composer and fortepianist, Johann Gottfried Eckard, brought 
the instruments of Stein and Silbermann to the attention of French keyboardists and 
audiences. François-Etienne Blanchet and, later,  Pascal Taskin and Jacques Goermans, 
were the prominent makers of grand pianos in Paris. The most popular iteration of the 
fortepiano in France, by far,  was the square piano, and the largest number were 
manufactured by Johannes Zumpe, and later by Sebastien Érard (see Plt. 3).  
Plate 3: Sebastien Érard Square Piano, Paris, 1793. Photo from Michael Cole, 
https://www.squarepianos.com/square.html. 
 
21 The rival Streicher/Stein firm maintained that the quadruple stringing of the upper register of the 
Graf fortepiano (Beethoven’s last instrument c. 1826) did nothing to increase the resonance of the 
instrument and added needless complication to the tuning process. 
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The five pedals controlled various sound effects, including the sustaining of the bass and 
treble register in isolation. Among other composers, Daniel Steibelt championed this 
instrument in performance and wrote many pieces, including his Pot-pourris, for it. 
 Inspired by the English innovations at the turn of the nineteenth century, 
Sebastien Érard, who also built harps, made a fortepiano that combined the resonance of 
the Broadwood with the lightness of the Stein. The model that Beethoven acquired in 
1803 had four pedals. Andrea Botticelli describes their function, “There are four pedals: 
from left to right, lute, damper, céleste or moderator, and the una corda.”22 Beethoven’s 
Érard inspired ample use of undamped textures in his middle period.23 Because of its 
resonance and light action, it was outstandingly well-suited to tremolando effects, which 




22 Andrea Botticelli, “‘Creating Tone’: The Relationship between Beethoven’s Piano Sonority and 
Evolving Instrument Designs,” (DMA diss., University of Toronto, 2014), 43. 
23 See my Chapter 6 for examples of undamped effects in Beethoven’s middle-period music for 
fortepiano. 
24 See my Chapter 3 for pedaling trends associated with the French school of fortepianism, as outlined 




A Survey of Contemporary Treatises 
 The rapid evolution of the fortepiano in the late eighteenth and early nineteenth 
century gave rise to an outpouring of pedagogical treatises about the instrument. These 
manuals are critical to our understanding of contemporary practices, especially those 
concerning undamped effects and the various damper-lifting mechanisms. The 
development of fortepiano technology and the emergence of disparate schools of 
fortepianism are inextricably linked. This chapter will be organized by region and will 
reveal both the similarities and core differences in the stylistic ideals of German, 
Viennese, French, and English pedagogues. Emphasis will be placed on issues 
surrounding undamped effects and the various pedals of contemporary instruments. 
While they may be important in other ways, various treatises that make no mention of 
undamped effects at the fortepiano will not be included in this chapter. 
 
I. Germany and Vienna 
 a. C. P. E. Bach’s Essay on the True Art of Playing Keyboard Instruments25 
 C. P. E. Bach’s treatise Essay on the True Art of Playing Keyboard Instruments, 
published in 1753, when he was working as a harpsichordist in the court of Frederick the 
Great in Berlin, was the first of its kind to mention undamped effects on the fortepiano. 
 
25 C. P. E. Bach, Versuch über die wahre Art, das Clavier zu spielen (Berlin: Breitkopf, 1753). Just 
two years after it was published with musical examples available separately, Johann Gottlob 
Immanuel Breitkopf discovered a way to print musical examples within the text. The edition we know 
today is William Mitchell’s English translation, Essay on the True Art of Playing Keyboard 
Instruments (New York: Norton, 1949), which synthesizes the 1787 and 1797 editions.  
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The document is considered as the basis for the development of the Viennese style and 
was held in the highest regard by Mozart, Haydn, and Beethoven. C. P. E. Bach dedicates 
whole chapters to fingerings, thoroughbass, and improvisation, among other issues of 
keyboard technique. 
 Though the document mostly concerns the harpsichord, in his chapter on 
improvisation, Bach addresses the “undamped register” of the new fortepiano: 
[S]pecial care must be exercised in improvising at the harpsichord and the organ; 
at the former, in order to avoid playing in a single color; at the latter in order to 
sustain constantly and hold chromatic progressions in check. . . .The best 
instruments for our purpose are the clavichord and pianoforte. . . .The undamped 
register of the pianoforte is the most pleasing and, once the performer learns to 
observe the necessary precautions in the face of its reverberations, the most 
delightful for improvisation.26 
 
After such an enthusiastic endorsement of the fortepiano (or the “pianoforte,” as he calls 
it), C. P. E. Bach proceeds to give various examples of textures in the free fantasia style, 
most of which include arpeggiated chords. His use of the word “register” suggests that 
the undamped sound should be considered as a special effect,  akin to the stops on an 
organ or harpsichord. C. P. E. Bach’s Essay serves as early proof of an openness to 
undamped sound effects, even within the conservative German tradition. 
 
 b. Johann Peter Milchmeyer’s The True Art of Playing the Pianoforte27 
 Johann Peter Milchmeyer, a fortepiano pedagogue based in Dresden, published 
 
26 C. P. E. Bach, Essay, 430-431. 
27 Johann Peter Milchmeyer, Die wahre Art das Pianoforte zu spielen (Dresden: Meinhold, 1797). The 
English translation is Robert Rhein, “Johann Peter Milchmeyer’s ‘Die wahre Art das Pianoforte zu 
spielen’: An Annotated Translation” (DMA diss., The University of Nebraska, 1993). 
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his treatise The True Art of Playing the Pianoforte in 1797. It was the first German 
manual to be written about the fortepiano exclusively and was intended as a guide for 
middle-class students who could not afford lessons and for other pedagogues. 
Milchmeyer’s treatise addresses issues of fingering, position at the keyboard, and 
musicality. Additionally, he dedicates a chapter to the exploration of modifications28 and 
special effects. Milchmeyer praises the makers of the smaller square fortepianos, such as 
those of the Zumpe and Friederici firms, for their wide range of modifications.  
 He also takes issue with contemporary performers’ reluctance to use them: 
As for the modifications of the pianoforte, one cannot praise the instrument 
makers enough for their many years of tireless labor to bring about a great number 
of modifications on these instruments. However, they are used seldom enough by 
players, and are therefore like a beautiful collection of books in which no one 
wants to read.29 
 
He then goes on to praise Daniel Steibelt for taking full advantage of undamped effects 
and other modifications in his sonatas and Pot-pourris. With regard to the dampers, 
Milchmeyer warns against an excessive blurring of tones. However, he argues that, with 
careful attention to voicing and articulation, an undamped texture can evoke the sound of 
bells, bring out important melodies in the left hand, and imitate vocal timbres. In his 
musical examples, Milchmeyer labels different lines in the fortepiano score with the 
names of different voice types and instruments, which reiterates one of the fortepiano’s 
main advantages: the ability to create varied textures via the use of the damper-lifting 
mechanism. 
 
28 The term “modification” refers to the different pedals available on a given fortepiano. Both the 
variety and function of the pedals would have depended on the maker. 
29 Rhein, "Johann Peter Milchmeyer’s ‘Die wahre Art das Pianoforte zu spielen,’” 141. 
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c. Johann Nepomuk Hummel’s A Complete Theoretical and Practical Course 
of Instruction on the Art of Playing the Piano Forte30 
 
 Johann Nepomuk Hummel, German fortepianist, composer, and pedagogue, 
published his Complete Theoretical and Practical Course of Instruction on the Art of 
Playing the Piano Forte in 1827 during his tenure as Kapellmeister in Weimar. 
Hummel’s writing reflects his direct connection with Haydn as his predecessor,31 Mozart 
as his pupil, and Beethoven as his rival. In his manual, Hummel conveys a highly 
cautionary attitude toward undamped effects on the fortepiano. A touch of Viennese 
elitism permeates the following quote: “Neither Mozart nor Clementi required these helps 
(mutations) to obtain the highly deserved reputation of the greatest, and most expressive 
performers of their day.”32 Hummel’s outspokenness against the use of the pedal resulted 
in his being contrasted with Ludwig van Beethoven, who was known for his ample use of 
undamped textures in performance. Chapter Five and Six of this study will include an in-
depth analysis of undamped effects in the music of Mozart and Beethoven. The 
importance of undamped textures to the successful rendering of music by Mozart and 
Beethoven, among other Viennese composers, suggests that a dry, dampened aesthetic is 
far less inherently Viennese than the remarks of Hummel and Czerny might lead one to 
believe. However, the overwhelming popularity of Hummel’s treatise—it sold thousands 
 
30 Johann Nepomuk Hummel, Ausführlich theoretisch-practische Anweisung zum Piano-forte Spiel 
(Vienna: Haslinger, 1827). The English translation is A Complete Theoretical and Practical Course of 
Instructions on the Art of Playing the Piano Forte, Commencing with the Simplest Elementary 
Principles and Including Every Information Requisite to the Most Finished Style of Performance 
(London: Boosey, 1828). 
31 Hummel took over for Haydn as Konzertmeister at the court of Prince Esterházy in Eisenstadt in 
1804. 
32 Hummel, A Complete Theoretical and Practical Course, 61. 
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of copies in the first week after it was published—suggests that Hummel’s views on the 
Viennese stylistic ideal were shared by many. 
 
 d. Carl Czerny’s Complete Theoretical and Practical Piano Forte School33 
 Carl Czerny published his Complete Theoretical and Practical Piano Forte 
School in 1839, at the height of his teaching career in Vienna—his most famous student 
was Franz Liszt. Part four of his manual is dedicated to issues of performance in the 
works of Ludwig van Beethoven, his former teacher.34 Though his treatise was published 
after Beethoven’s death, it is an indispensable window into contemporary pedaling 
practices and the sound world of Ludwig van Beethoven. Part five of the manual 
addresses issues of the use of the pedals. In this section, Czerny endorses the use of the 
damper pedal for sustaining the bass, creating multilayered textures, and for creating bell-
like sonorities. On the effect of blurring harmonies in the upper register he writes, “In 
passages which are to be played with extreme softness and delicacy, the pedal may 
occasionally be held down during several dissonant chords. It produces in this case the 
soft undulating effect of the Aeolian Harp, or of very distant music.”35 Czerny also 
confirms the appropriateness of an undamped sound in tremolando passages when the 
 
33 Carl Czerny, Vollständiges theoretisch-praktische Pianoforte-Schule: von den ersten Anfange bis 
zur höchsten Ausbildung fortschreitend: und mit allen nöthigen, zu diesem Zwecke eigends 
componirten zahlreichen Beispielen: in 4 Theilen: Op. 500 (Vienna: Diabelli, 1839). The English 
translation is Carl Czerny, Complete Theoretical and Practical Piano Forte School: from the First 
Rudiments of Playing to the Highest and Most Refined State of Cultivation with the Requisite 
Numerous Examples Newly and Expressly Composed for the Occasion (London: Cocks, 1839). 
34 Carl Czerny studied with Beethoven from 1801-1804 and with Hummel shortly thereafter. He also 
studied briefly with Muzio Clementi. 
35 Carl Czerny, “On the Use of the Pedals,” in Complete Theoretical and Practical Pianoforte School, 
57-66, at 61.  
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harmonic rhythm is slow. He urges the use of the damper pedal as a means of connecting 
chords that do not fit in one hand position, which is particularly necessary in the 
performance of works by Ludwig van Beethoven. Finally, Czerny warns of the overuse 
of the damper pedal as a crutch to hide underdeveloped finger technique. He insists that 
clarity should be the rule, and undamped sound effects, the exception. Czerny incorrectly 
asserts, “Mozart, Clementi, and their contemporaries could not have made any use of it 
[the damper-lifting mechanism], as it was not then invented.”36 On the contrary, the first 
damper modifications existed on some of the earliest fortepianos and were operated with 
hand stops. In fact, the knee lever mechanism was common even in the 1770’s. Perhaps 
we can attribute Czerny’s erroneous claim to contemporary anti-pedal attitudes. Czerny is 
widely considered as the forefather of modern piano technique; most modern pianists can 
trace their pedagogical lineage back to him. The beginnings of the historical keyboard 
performance movement in the 1980’s was filled with dogmatic anti-pedal sentiments. 
Perhaps Carl Czerny’s writings are partially to blame. 
 
II. France 
 a. Louis Adam’s Méthode de piano du conservatoire37 
 Louis Adam, who taught for forty-five years at the newly formed but highly 
regarded Paris Conservatoire, was the most influential figure within the French school of 
fortepianism. He was intimately acquainted with the works of Mozart and Clementi and 
 
36 Ibid, 63. 
37 Louis Adam, Méthode de piano du conservatoire (Paris: Marchand, 1804). 
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was a key force in popularizing their works amongst French students. Adam published 
his treatise, Méthode de piano du conservatoire, with a chapter dedicated to the art of 
utilizing damper-lifting mechanisms, in 1804. In said chapter, Adam praises the 
fortepiano’s ability to imitate the harp, create multi-layered textures, and recreate the 
timbre of the human voice in lyrical passages through the use of the pedals. The most 
fascinating component of Adam’s Méthode is the variety of musical examples he 
provides.  
 
Example 1: Louis Adam, Air Suisse nommé le rans des vaches imitant les échos, 
Adagio, mm. 1-338 
 
The title of the excerpt in Example 1 may be translated as “A Swiss Air, Called 
the Rans des Vaches, Imitating the Echoes.” Adam makes full use of undamped effects 
and registral contrast at the fortepiano to evoke a woman’s tuneful call echoing off the 
Swiss Alps. Adam’s Méthode de piano du conservatoire is an invaluable resource for 
gaining an understanding of the pervading openness to experimentation with undamped 




38 Ibid, 221. 
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 b. Daniel Steibelt’s Méthode de piano39 
 Though Daniel Steibelt was born in Berlin, he spent most of his career as a 
composer and fortepianist in Paris. In addition to being the first composer to include 
prescribed pedal markings in his published music,40 he is known for having competed 
against the young Ludwig van Beethoven in a fortepiano duel in 1800. As the story goes, 
Beethoven humiliated Steibelt to such a degree that he never returned to Vienna after that 
visit. Beethoven famously made a particular joke of Steibelt’s signature undamped 
tremolando effect.  In this case, mocking was the highest form of flattery, as Beethoven 
became known for using similar textures throughout his body of works for the remainder 
of his career as a composer.41 Steibelt’s pioneering of long pedal markings also set a 
precedent for Beethoven’s later exploitation of undamped effects. Steibelt’s treatise, 
Méthode de piano , was published in 1809, during his tenure as director of the French 
Opera. A comprehensive tutor, it contains an entire chapter dedicated to issues of damper 
lifting, wherein he advocates for the use of an undamped sound to increase the singing 
tone of upper-register melodies and to fill out the texture of left-hand accompaniments. 
Example 2: Daniel Steibelt, Pot-pourri no. 6, Lentement, mm. 1-342 
 
 
39 Daniel Steibelt, Méthode de piano (Paris: Imbault, 1809). 
40 The first published pedal marking appeared in Steibelt’s Pot-pourri no. 6, published in 1792 (see 
Ex. 2). 
41 See my Chapter 6 for examples. 
42 Daniel Steibelt, Pot-pourri no. 6 (Paris: Maison Pleyel, 1792).  
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In his Pot-pourri no. 6 (See Ex. 2), published in 1792, Steibelt instructs the 
fortepianist to use the pedal that lifts the dampers. There is no indication to lower the 
dampers until twenty-five measures later. The wash of sound that results from long pedal 
markings seems to have pleased audiences in Paris in the late eighteenth and early 
nineteenth centuries. As suggested by Beethoven’s love of the special sound 
characteristics of his 1803 Érard grand piano, French piano school ideals had just as 




 a. Johann Baptist Cramer’s Instructions for the Pianoforte43 
 Johann Baptist Cramer was a composer, fortepianist, and founder of the 
publishing firm, Cramer & Co. A student of Muzio Clementi from 1782-1784, his 
playing epitomized the ideals of the English school of fortepianism. He is most 
remembered for his piano studies, which Beethoven both practiced and admired. Cramer 
published his Instructions for the Pianoforte in 1812, at the height of his performing 
career in London. His mastery of the fortepiano was by all accounts second only to that 
of Ludwig van Beethoven. Cramer’s manual includes a concise chapter that discusses the 
matter of undamped effects at the fortepiano. He writes, “When a change takes place in 
the Harmony the Pedal must be dropt.”44 But the limited writings of these fortepianist-
composers do not adequately reflect the English school’s role in the proliferation of long 
 
43 Johann Baptist Cramer, Instructions for the Pianoforte (London: Chappell, 1812). 
44 Cramer, Instructions, 43. 
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pedal markings in the early nineteenth century. In fact, Muzio Clementi, the father of the 
English school of fortepianism, made no mention of undamped effects in his treatise, 
Introduction to the Art of Playing the Pianoforte.45 The next chapter of this study will 
paint a clearer picture of the English aesthetic by means of different extant writings and 
contemporary eye-witness accounts. 
 The treatises explored in this chapter illustrate a complex cross-cultural narrative 
of pedal trends around the turn of the nineteenth century. From C. P. E. Bach to Carl 
Czerny, there is an overarching appreciation of undamped effects amongst many 
prominent contemporary pedagogues. Of all of the authors mentioned, Hummel and 
Czerny hold the most negative views about pedal use, or over-use, as they would consider 
it. One might speculate that Hummel’s rivalry with Beethoven, who frequently used 
undamped effects, caused him to exaggerate the severity of his views on the matter.  
 David Rowland urges us to read between the lines: 
Hummel’s appeal to Mozart and Clementi is noteworthy. He was a pupil of the 
former and perhaps also the latter, though whether his comments should be taken 
to mean that Mozart and the younger Clementi avoided the pedals altogether is 
questionable. Hummel was not above stretching the truth a little in order to make 
his point.46 
 
Rowland is quite right to point out an inconsistency here. Clementi’s detailed prescribed 
pedalings are considered one of the most prominent influences on Beethoven’s iconic 
long pedal markings. We know from Beethoven’s instrument preferences, and from 
public accounts, that he embodied many of the ideals of the English school of 
 
45 Muzio Clementi, Introduction to the Art of Playing the Pianoforte (London: Clementi, 1801). 
46 Rowland, A History of Pianoforte Pedalling, 41.  
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fortepianism, yet we must not ignore the influence of the French school. The resemblance 
of texture between Beethoven’s fortepiano writing and that of Louis Adam and Daniel 
Steibelt is striking, and Beethoven’s affinity for the style is further reinforced by his 
growing love of the French instruments, particularly those of the Érard firm. Though 
there were, at different times, reasons for the aforementioned schools of fortepianism to 
pit themselves against one another, it is crucial, especially when studying composers who 
have withstood the test of time (i.e., Haydn, Mozart, and Beethoven), that we take care 
not to oversimplify the web of influence on the practice of fortepiano pedaling in the late 




Pedaling Trends and the English School of Fortepianism 
 In the latter half of the eighteenth century, referred to by Nicolas Temperley as 
the “aftermath of Handel,”47 London became an important hub for composers and 
fortepiano makers. Its position as a leading industrial center enabled English fortepiano 
makers to further improve on the innovations of contemporary German firms. There was 
also a growing market for instruments in the home; of all the European capitals, London 
had the largest concentration of upper-middle-class residents, which meant many students 
for local pedagogues and many potential audience members for the city’s thriving concert 
scene. Temperley discusses the lasting impact of London’s pianistic tradition:  
[P]ianistic textures and idioms, uses of the sustaining pedal, development of new 
genres such as the study, nocturne, prelude and characteristic rondo, all took their 
main impetus from the London School, until in the 1830s Paris became the focus 
for the new bravura styles culminating in the music of Liszt.48 
 
To gain a better understanding of the origins of undamped textures in the music of 
Mozart and Beethoven, this chapter will delve into the stylistic trends pioneered by the 
fortepianists of the English school, the birthplace of long pedal markings. 
 
Clementi and His Pupils Johann Baptist Cramer and Jan Ladislav Dussek 
 In the early 1770’s, English fortepiano makers such as John Broadwood, had 
introduced a new concert grand that was triple-strung. It was also one of the first of its 
 
47 Nicholas Temperley, “London and the Piano, 1760-1860,” The Musical Times 129, No. 1744 (June 
1988): 289-293, at 289. 
48 Ibid, 289-290. 
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kind to replace the hand-stop damper-lifting mechanism with the split knee levers. At the 
time, Muzio Clementi was the most prominent fortepianist-composer in London. He held 
a position at the mansion of patron Peter Beckford, where he had ample time and 
resources to perfect his craft. Clementi developed an international reputation as a 
technical virtuoso, which was reinforced by the devilish difficulty of his published études 
for the fortepiano. Though his use of undamped textures in performance is described by 
contemporaries as being fairly conservative, his Sonata for the Piano Forte, op. 37, no. 1, 
published in 1798, contains an early example of the “open pedal” marking (see Ex. 3). 
 
Example 3: Muzio Clementi, Sonata for the Piano Forte op. 37, no. 1, Movement 1, 
Allegro di molto, mm. 77-8049 
 
David Rowland writes, “The general impression conveyed by Clementi’s works, 
however, is that pedalling [sic] was introduced somewhat reluctantly, perhaps as a 
concession to popular taste and to avoid being labeled old-fashioned.”50 Clementi’s 
greatest impact on pedaling trends was achieved through his illustrious teaching career. 
Among his most distinguished pupils were Johann Baptist Cramer and Jan Ladislav 
Dussek. These two fortepianists are thought to be responsible for the proliferation of long 
 
49 Muzio Clementi, Sonata for the Piano Forte, op. 37, no. 1 (London: Longman & Broderip, 1798). 
50 David Rowland, “Early Pianoforte Pedalling: The Evidence of the Earliest Printed Markings,” Early 
Music 13, No. 1 (February 1985): 5-17, at 12. 
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pedal markings in Classic-era music. As far as Clementi’s personal tastes go, it is worth 
mentioning that he added pedal markings retroactively to several of his earlier works, 
publishing several revised editions during his lifetime. This practice speaks to the speed 
with which attitudes surrounding undamped effects were changing in London at the time. 
 
a. Johann Baptist Cramer 
 Following in the footsteps of his teacher, Muzio Clementi, Johann Baptist Cramer 
was an acclaimed performer, publisher, and teacher in London at the turn of the 
nineteenth century. His published pedal markings represent a stylistic middle ground 
between the conservativism of Clementi and the progressivism of Dussek.  
 Composer Jacques-Godefroi Ferrari later described meeting Cramer in London: 
 
Somewhat later I became acquainted with J. B. Cramer, whose manner of 
performance struck me as superior to that of all the others. . . . He was considered 
as one of Clementi’s ablest scholars, and executed the difficult music of this 
composer with surprising facility.51  
 
Ferrari’s is one of many contemporary accounts confirming Cramer’s technical mastery 
of the fortepiano. Cramer’s attitude toward undamped textures was more aligned with 




51 Jacques-Godefroi Ferrari, “Dussek, Clementi, Cramer, and Steibelt,” The Musical Standard 7, No. 
159 (August 17 1867): 94-95, at 95. 
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Example 4: Johann Baptist Cramer, Pianoforte Concerto No. 2 in D minor, op. 16, 
Movement 2, Andante cantabile, mm. 52-5352 
 
In the passage from the Andante cantabile movement of Cramer’s second 
fortepiano concerto, op. 16, shown as Example 4, Cramer’s specific placement of the 
“ped” marking on the second beat of the measure is highly progressive. Pedal markings 
that are placed unrelated to bar lines (or arrhythmically) are common in the keyboard 
works of Ludwig van Beethoven,53 but were seldom seen in scores published outside of 
England before 1800. One could make the argument that there was simply not enough 
space to include the pedal marking at the beginning of the bar, but the prevalence of such 
markings in correspondence with the bar lines in the remainder of the concerto suggests 
otherwise. In his 1755 treatise, C. P. E. Bach advocated for the use of the “undamped 
register” for improvisation at the fortepiano, but we know from the musical examples he 
provides that this suggestion mainly applies to the sustainment of chord tones, usually in 
an arpeggiated texture. The performance of Cramer’s pedal marking, as written, would 
have resulted in a substantial amount of “blur,” regardless of the instrument at hand, and 
its arrhythmic placement strongly implies the micromanagement of added resonance in 
performance. 
 
52 Johann Baptist Cramer, Piano Forte Concerto No. 2 in D minor, op. 16 (Kassel: Bärenreiter, 1818). 
53 See my Chapter 6. 
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 b. Jan Ladislav Dussek 
 Of the three fortepianist-composers discussed in this chapter, Jan Ladislav Dussek 
is the one with the largest number of pedal markings in his published music. A 
contemporary account from prominent German musician, Friedrich Kalkbrenner, 
describes Dussek’s exceptional playing style, “Dussek, Field and J. B. Cramer, the heads 
of that school which Clementi founded, use the loud pedal, while the harmony remains 
unchanged; Dussek in particular, was remarkable in this for he kept the mufflers almost 
constantly lifted when he played in public.”54 Dussek set the precedent for future 
composers, such as Beethoven, to heavily notate their scores with instructions for 
dynamics and pedaling; prior to the emergence of the English school, a less-is-more 
attitude prevailed. The detailed pedaling notation commonly associated with the English 
school is demonstrated in the following excerpt from the Rondo of Dussek’s “Military” 
Concerto, op. 40, published in 1805 (see Ex. 5). 




54 Friedrich Kalkbrenner, Méthode pour apprendre le pianoforte, op. 108, Eng. trans. (London: 
Cramer, 1862), 10.  
55 Jan Ladislav Dussek, Military Concerto, op. 40 (London: Clementi, 1805). 
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 The new abundance of published pedal markings can be attributed to a couple of 
different factors. The first is over enthusiasm about the capabilities of the new fortepiano, 
as opposed to the harpsichord, for which dynamic gradation wasn’t possible and there 
was no damper-lifting mechanism. The second factor was the dissemination of musical 
scores to amateur musicians. More published instructions were necessary because music 
was being played by people other than the composers themselves. Wolfgang Amadeus 
Mozart premiered most of his own piano concertos, so it follows logically that he 
included very few expressive markings in these published scores. Composers such as 
Clementi, Cramer, and Dussek were publishing music for amateurs to study at home and 
perform for their friends. 
 What we know about Muzio Clementi, Johann Baptist Cramer, and Jan Vladislav 
Dussek from accounts of their public concerts and from their own writings and published 
music confirms that new undamped effects at the fortepiano were a hallmark of the 
English school of fortepianism. London’s favorable position as a wealthy European city 
with a booming publishing industry enabled these fortepianist-composers to share their 
works with the public, and, therefore, to disseminate ideas about experimental pedaling. 
As discussed in Chapter Three of this study, contemporary treatises from the German 
tradition express a tolerance for some “blur” and a general appreciation of undamped 
effects, beginning with the writings of C. P. E. Bach. Prescribed pedal markings, 
particularly those that indicate “blur,” appear in some of Beethoven’s first published 
works for fortepiano. Unlike Beethoven, Mozart did not adopt the English school style of 
pedal notation and there are no published pedal markings in his entire body of works for 
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fortepiano. It is important to recognize that simply because the works of Mozart do not 
have any prescribed pedal markings does not mean that the use of undamped effects was 
universally taboo at the time. In fact, based on my survey of contemporary treatises, the 
fortepiano world in Mozart’s time was full of disparate and loudly-voiced opinions on the 
matter. In Mozart’s case, the lack of pedal markings is more likely the result of a lack of 
the use of standard pedal nomenclature amongst Viennese composers that reflected their 
preference for damped textures. Though Mozart was and is seen as an emblem of 
Viennese stylistic ideals, in terms of undamped textures, his writing, particularly in his 







The Emergence of the Orchestral Fortepiano: Undamped Effects in Mozart’s  
Post-Salzburg Piano Concertos 
 
 Wolfgang Amadeus Mozart was known for a fortepianism that exemplified 
Viennese stylistic ideals. Mozart’s celebrity status as a virtuoso of keyboard instruments 
(harpsichord and clavichord) made him an ideal figure to introduce the Viennese musical 
elite to the capabilities of the new fortepiano. Early models from Johann Andreas Stein 
were crafted with Viennese ideals in mind and their highly sensitive dampening action 
and light touch made these instruments the perfect medium for Mozart’s compositional 
voice. One would think that because of this congruence of medium and musical language, 
and considering Mozart’s mastery of keyboard instruments, the young prodigy would 
become immediately revered upon his arrival in Vienna. However, a public account from 
a 1775 concert in Munich reveals that Mozart was not an instant hit amongst audiences, 
his technique initially being better-suited to the lighter instruments, such as the 
harpsichord and clavichord.56 In letters, Mozart openly expressed his love of the Stein 
instruments. 
 In a letter to his father, Mozart mentions his particular enjoyment of the split knee 
levers present on Stein fortepianos: 
Until I had seen something of Stein’s work, my favorite Claviers were Späth’s; 
but now I must admit a preference for Stein’s, for their dampers are much better 
than on the Regensburg instruments [Späth’s]. . . .He also makes the knee-lever 
 
56 In 1775, Mozart competed with composer Ignaz von Beecke in a fortepiano duel. According to 
Christian Friedrich Daniel Schubart, a prominent writer in Munich, von Beecke far surpassed Mozart 
in skill and flair on the fortepiano. John Irving, Mozart Piano Sonatas: Contexts, Sources, Style 
(Cambridge: Cambridge University, 1997), 56. 
 By 1777, Mozart, a quick study, became the most acclaimed player both in Germany and Vienna. 
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mechanism better than others. I need hardly touch it to make it work; and as soon 
as the knee is lowered a little not the least reverberation can be heard.57 
 
Despite his enjoyment of this feature, in 1782, while in Vienna, he purchased for himself 
a Walter fortepiano with a heavier action and louder sound, perhaps because it was 
better-suited to his public concerts; the Stein instruments were a perfect stylistic match 
for Mozart’s earlier works but the Walter provided more resonance, which helped the 
sound to balance with the orchestra and project in large concert venues. Curiously, 
Mozart’s 1782 Walter did not come outfitted with knee levers. We know that they were a 
later addition, but the precise dating is a matter of scholarly debate.58 Mozart did 
eventually conquer the heavier action and grander tone of the Walter. Though it cannot 
be determined exactly how many performances, if any, he would have given without the 
more convenient split knee levers, it is evident from his music that a considerable amount 
of pedaling would have been expected, if not required, in several instances. From the 
letter to his father and from the well-documented precedent set by contemporary 
treatises,59 we can conclude that the pedal is to be used frequently, and in rather 
 
57 Wolfgang Amadeus Mozart to Leopold Mozart, October 17, 1777, in The Letters of Mozart & His 
Family, ed. Emily Anderson (Charleston, South Carolina: Nabu, 2013). 
58 Mozart’s Walter is currently located in the Mozarts-Geburtshaus Museum in Salzburg. It  has split 
knee levers and a hand-stop moderator pedal, that, when employed, creates a striking muted tone 
color. In the late eighteenth century, Walter made split knee levers which could lift the dampers of the 
treble register, while leaving the bass dampers down. Curiously, Mozart’s extant Walter fortepiano 
has the ability to lift  the dampers of only the bass in isolation, while leaving the treble dampers down. 
It is believed that these changes were made in an overhaul of the fortepiano after Mozart’s death, as 
evidenced by a letter from Constanze. I am the most convinced by Eva Badura-Skoda’s assessment 
that Mozart chose the Walter over the Stein because of its grander tone. She also argues that the 
demands of Mozart’s keyboard music prove that the composer would have requested that Walter add 
split knee levers as soon as possible. Eva Badura-Skoda, “The Anton Walter Fortepiano: Mozart’s 
Beloved Concert Instrument: A Response to Michael Latcham,” Early Music 28, No. 3 (August 2000): 
469-474, at 471. 
59 See my Chapter 3. 
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predictable ways throughout Mozart’s body of works. Below, I will provide a collection 
of musical examples from all fifteen post-Salzburg piano concertos where pedal would 
typically be required, in accordance with contemporary treatises and practices. When 
analogous passages occur in different keys (as in an exposition and a recapitulation), only 
the initial example will be given. My goal in analyzing the post-Salzburg piano concertos 
is to track the emergence of the “orchestral fortepiano”—defined as a fortepiano that can 
act as an equal partner to the orchestra—which was affected by the growing prominence 
of undamped sound in keyboard works. 
 The Piano Concerto No. 13 in C Major, K. 415 would have been the first concerto 
published after Mozart’s acquisition of his 1782 Anton Walter fortepiano. A survey of 
earlier piano concertos reveals a variety of textures and techniques idiomatic to the 
harpsichord. For example, bass notes are repeated rather than sustained, and legato 
melodies fit comfortably in one hand position. It is fascinating to track the emergence of 
more sustained textures and singing melodic lines in the post-Salzburg concertos. These 
works were especially important in the popularization of the fortepiano over the 
harpsichord as the preferred instrument for public performance.60 All musical examples 
are excerpted from the Digital Mozart Edition, provided by the Salzburg Mozarteum 
Foundation and the Packard Humanities Institute (Los Altos, California). 
 
 
60 Many of Mozart’s early piano concertos are labeled to suggest a particular instrument for the 
performance of a given work. These labels provided in various editions have proven to be unreliable 
in that it is believed that composers of the Classic era tended to label their works for older keyboard 
instruments so as not to discourage consumers who had not yet obtained a newer instrument from 
purchasing their scores. Therefore, it is more helpful to consider Mozart’s access to specific 
instruments and the pedal technologies therein to determine the sound concept for any given work.  
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Example 6: Mozart, Piano Concerto No. 13 in C Major, K. 415, Movement 1, 
Allegro vivace, mm. 87-90 
 
The A-minor arpeggiated textures in Example 6 would typically be pedaled 
through on the fortepiano. The emergence of the “orchestral fortepiano” saw an 
abundance of arpeggiated textures meant to mimic the sustained sonority of a full string 
section. Particularly of interest is the lack of notated articulation in the first three 
measures of this excerpt, which serves as evidence of a desired undamped sound. Mozart 
did not notate pedal, but he was generous with his articulation markings, in keeping with 
the conventions of the time. If he wished for certain notes of the arpeggio to be dry and 
articulated individually, he would have made note of it. Similarly, when he wanted notes 
to be slurred, he indicated this (see Ex. 6, mm. 90). 
 
Example 7: Mozart, Piano Concerto No. 13 in C Major, K. 415, Movement 1, 




  The octave doubling in Example 7 demonstrates a technique that grew in 
popularity as a result of the harpsichord falling out of favor as the preferred instrument 
for public performance. On the harpsichord, the upper manual would be activated via the 
stop settings to achieve such a doubling. Still,  a melodic octave doubling would have 
been very unusual on the harpsichord. The octaves pictured here are indeed melodic and 
reminiscent of the sustained sound of the winds and brass. Of course, the fortepianist can 
play legato in measure 160 with no issue by taking the lower notes in the left hand, an 
especially interesting detail, given the mechanical function of the split knee levers.61 
However, in measure 161, the player must use a pedal to achieve a sustained sound, thus 
achieving a lovely contrast with the fugato music of measure 162. Mozart adds the octave 
doubling in a short passage with slower harmonic rhythm; this consideration speaks to 
the awkwardness of the knee pedals. With the split knee levers, fortepianists could not 
make such quick pedal changes successfully. We will observe different dampened 
textures when pedaling becomes more convenient as a result of floor pedals being added 
to later English fortepianos. 
Example 8: Mozart, Piano Concerto No. 13 in C Major, K. 415, Movement 3, 
Allegro, mm. 97-100 
 
61 Mozart’s Walter fortepiano could isolate only the upper register with the right knee. The left knee 
would accomplish the lifting of all dampers. A redistribution of the notes in measure 160 of Example 
7 would eliminate some tricky pedal choreography. The player can instead apply the left pedal in the 
second measure of Example 7. 
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The octave doubling displayed in this episode of the final rondo movement 
presents a similar challenge to the fortepianist as the passage in Example 7. The 
difference here is that Mozart provides the player with specific slurring. When considered 
on its own, the writing suggests an anachronistic Brahmsian approach, requiring finger 
substitutions. However, given the split-lever capabilities of contemporary instruments 
and the emergence of the “orchestral fortepiano,” the passage is rendered quite idiomatic. 
One can imagine that the use of the right (treble) knee lever62 in this passage would be 
particularly pleasing, affording the player the opportunity to accomplish the penetrating, 
vocal quality Mozart so loved and, at the same time, to maintain harmonic clarity in the 
bass. The solo introduction of this episode strongly evokes the grandeur of a full-
orchestra tutti passage. Such an effect stands in contrast with textures typical of the 
Salzburg concertos, intended for performance on harpsichord. The idea that a solo 
keyboard instrument could function as an equal partner to the orchestra was a new one, 
and a passage such as this seems revolutionary when compared to the long-established 
role of earlier keyboard instruments. 
Example 9: Piano Concerto No. 14 in E-flat Major, K. 449, Movement 1, Allegro 
vivace, mm. 137-143 
  
 
62 On most contemporary Walter fortepianos, the right knee lever lifted the dampers of all notes above 
middle C. Sandra Rosenblum, Performance Practices in Classic Piano Music (Bloomington: Indiana 
University, 1991), 40. 
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 In Example 9, one can easily imagine legato strings playing the treble clef 
material and a continuo section playing the bass clef material.  Here, a perfect legato is 
needed in the right hand, while the left hand maintains rhythmic vitality with detached 
articulation. While the fortepianist can apply their best effort to achieve legato in the 
parallel sixths of the right hand, it is very impractical throughout, in addition to being 
objectively impossible in the first bar.63 As early as this fourteenth piano concerto, 
performed in 1784, one can see a trend emerging: the split knee levers are being used as a 
means to create textures that both mimic and equal the orchestra. In this way, fortepiano 
technology begins to influence formal and structural elements of Mozart’s compositions. 
For example, in the above passage, the fortepiano introduces new material,  whereas 
typically all major themes would have been played by the orchestra before the entrance of 
the soloist. 
 
Example 10: Piano Concerto No. 14 in E-flat Major, K. 449, Movement 3, Allegro 
ma non troppo, mm. 67-70 
 
 
63 In his treatise, Essay on the True Art of Playing Keyboard Instruments, among other innovations, C. 
P. E. Bach sets a precedent for a new style of fingering legato passages. In the past, harpsichord 
technique relied heavily on the index, middle, and ring fingers. The use of the thumb and fifth finger 
was highly discouraged, and even considered to be inelegant. C. P. E. Bach set out to liberate the 
thumb and fifth finger as indispensable tools for creating a fine legato. This was a progressive move 




 The partially-articulated octave doubling pictured in Example 10 occurs in an 
excerpt where tutti strings share the same material. One can consider this orchestration as 
a nod to the tradition of the concerto soloist playing along in tutti passages.64 However, 
the addition of the upper octave is significant here because that results in the fortepiano 
playing in a higher register than the orchestra, making the solo line much more 
prominent. In this passage, the fortepiano is leading the orchestra rather than 
accompanying it. The legato octaves would have been greatly enhanced by the added 
resonance made possible by the right knee lever. 
 
Example 11: Piano Concerto No. 15 in B-flat Major, K. 450, Movement 2, Andante, 
mm. 41-43 
 
 In Example 11, Mozart writes an unaccompanied tutti-like statement of the main 
theme with full chords supporting the melody and a harp-like accompaniment.65 When 
the initial statement of this theme is played in the strings, Mozart indicates legato 
slurring. The lack of right-hand articulation in measures 41-42 is striking in contrast with 
the slur that occurs in measure 43. Even more notable is the corresponding detail of 
 
64 Mozart indicates this type of writing with basso continuo notation in the fortepiano soloist’s score. 
65 Typically, quick arpeggiated passages would have appeared in virtuosic displays for harpsichord. 
However, the left-hand texture featured in Example 11 foreshadows the harp-like figurations 
championed by the French school of fortepianism. Mozart is progressive in his use of undamped 
arpeggiated textures on the fortepiano as more of a coloristic effect than a bravado display. 
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articulation in the left-hand, with its slurring in measures 41-42 and lack of slurring in 
measure 43. One can postulate that Mozart may have been composing for his Walter 
fortepiano, which may not have yet been outfitted with split knee levers. Perhaps, with 
this enigmatic slurring, Mozart was attempting to create a sustained texture without a 
convenient pedal. Bart Van Oort writes, “Before 1800 (with a number of exceptions in 
the early sonatas by Beethoven) one therefore only rarely finds treble chords in Viennese, 
but regularly in English works.”66 The above music is unconventionally full in the treble 
register and serves as a stunning presage of the chord legato that Ludwig van Beethoven 
would become famous for around a decade later. 
 
Example 12: Piano Concerto No. 15 in B-flat Major, K. 450, Movement 2, Andante, 
mm. 94-96 
 
 In the first measure of Example 12, one can see another harp-like texture, with 
slurring not in the original but suggested by the editor. In a way, the original lack of 
slurring would have allowed the fortepianist more freedom to experiment with an 
undamped texture, as that would have been the convention in such an arpeggiated 
 
66 Bart van Oort, "The English Classical Piano Style and its Influence on Haydn and Beethoven" 
(DMA diss., Cornell University, 1993), 71. 
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passage as this. The following two measures (measures 95-96) demand a closer look 
when considered on the Walter versus the Stein instruments. The slur-over-dot marking, a 
common bow articulation known as portato, would have been totally natural on the 
Walter, given its more ringing quality. Furthermore, on this instrument, the dynamic 
contrast indicated would have been gracefully achieved, as written, without pedal. The 
Stein, with its typically nimble Viennese dampers, would have benefited from the 
addition of some pedal for the purpose of dynamic amplification67 and to soften the edges 
of the silence between the notes, as is required by the portato marking.   
 
Example 13: Piano Concerto No. 15 in B-flat Major, K. 450, Movement 2, Andante, 
mm. 73-75 
 
In Example 13, the arpeggiated texture in the right hand of the fortepiano 
accompanies the winds, which play the main theme. Additionally, the strings provide a 
pizzicato accompaniment that creates a lightness reminiscent of Cherubino’s arietta, “Voi 
che sapete” from Le nozze di Figaro. Because the harmonic rhythm is quite slow, the 
right-hand figuration would typically be undamped. The high register and smaller note 
values of the right-hand writing were common in fortepiano music from France, where 
 
67 The Stein models did not have hammer checks like the Walter. Therefore, the fortepianist was 
forced to come up with other ways to amplify the sound. Too much force at the keyboard could easily 
result in an undesirable rattling. 
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square pianos capable of a wide range of pedal modifications were wildly popular in 
intimate salon settings. The first notated pedal markings appear in similar textures in 
Daniel Steibelt’s Pot-pourri no. 6, published eight years after Mozart composed the Piano 
Concerto No. 15 in B-flat Major, K. 450.68 The expansive range and resonance of the 
above excerpt evokes the lushness of the full orchestra. Johann Andreas Streicher, heir to 
the Stein family firm and proponent of the traditional Viennese action, wrote, “[I]n 
fortissimo, by raising the dampers [the player] tricks us into believing we are hearing an 
organ or the fullness of an entire orchestra.”69 Here, we see how effective an undamped 
sound can be in a harp-like accompanimental passage.  
 




In Example 14, as in Example 9, Mozart uses the increased volume and resonance 
of the Walter fortepiano to facilitate a structural surprise. This excerpt occurs directly 
following the cadenza of the rondo movement of the concerto. One would expect the 
 
68 The Pot-pourri no. 6 is a set of short variations, published in 1793, when Steibelt  was still in Paris. 
The piece highlights Steibelt’s melodic ingenuity as well as novel pedaling techniques. In France, the 
new pedal aesthetic was more easily accepted by audiences in the looser and more informal genre of a 
Pot-pourri than it would have been in a sonata or concerto, for example. 
69 Preethi de Silva, The Fortepiano Writings of Streicher, Dieudonné, and the Schiedmayers: Two 
Manuals and a Notebook, Translated from the Original German, with Commentary (Lewiston: The 
Edwin Mellon, 2008), 57. 
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final trill of the cadenza to usher in a closing tutti statement of the theme. On the 
contrary, in this case, all sections of the orchestra hold static harmonies while the 
fortepiano delivers the theme in octaves one last time. It is important to realize how 
surprising this would have been to audiences. This passage is an example of Mozart using 
the fortepiano to complete the job of a full orchestra—and how witty it is as a final 
gesture to end the piece! That being said, the fortepianist would have a difficult time with 
the quick, leaping octaves without the help of the split knee levers. With the ability to lift 
the dampers of the upper register in isolation, the player can more easily mimic the 
graceful articulation of the orchestra. Without this capability, one could imagine the 
effect coming off as boorish and tasteless, qualities Mozart found in Muzio Clementi’s 
technical studies.  
 He writes in a letter to his father about Clementi’s studies: 
And I implore my sister not to practice those passages too much, so that she may 
not spoil her quiet, even touch and that her hand may not lose its natural lightness, 
flexibility, and smooth rapidity. For after all what is to be gained by it? Supposing 
that you do play sixths and octaves with the utmost velocity (which no one can 
accomplish, not even Clementi) you only produce an atrocious chopping.70 
 
It is clear from this quote that Mozart prioritized fluidity and grace in fortepiano playing 
above most other qualities. The split knee lever pedals of the contemporary Stein 
fortepianos, and those which were added to his Walter model, would have allowed the 
player to maintain lightness throughout this octave passagework. 
 
 
70 Wolfgang Amadeus Mozart to Leopold Mozart, June 7, 1783, in The Letters of Mozart & His 
Family, ed. Emily Anderson (Charleston, South Carolina: Nabu, 2013), 1267. 
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Example 15: Piano Concerto No. 16 in D Major, K. 451, Movement 1, Allegro assai, 
mm. 138-142 
 
In Example 15, just as in Example 11, Mozart indicates fully-voiced melodic 
chords. If one considers what is on the page in a literal sense, the composer instructs the 
player to connect only the half note voices and to play all other voices detached and for a 
shorter duration. This interpretation is quite convoluted and would surely result in a 
choppy texture that is anything but refined. We must read between the lines, considering 
the lack of adequate pedal nomenclature during Mozart’s time, and assume that some 
pedaling is expected. 
 Paul Badura-Skoda comments on the lack of notated pedal in Mozart’s music: 
 
The Italian con ginocchiera would hardly have been understood by a French or an 
English pianist, while ‘pedal’ would have made no sense in countries where the 
pianos had no pedals. So it happened that either no pedal was indicated (Mozart) 
or that some composers invented their own vocabulary to prescribe its use.71 
 
The half notes indicated above suggest a more sustained texture that would be easily 
accomplished with the use of the left knee pedal. The connection of the top voices would 
be impossible without the aid of the split knee levers. Not to mention the fact that the 
fortepianist is completely exposed, the orchestra being tacet. Even if one observes the 
 
71 Paul Badura-Skoda, “Mozart Without the Pedal?,” The Galpin Society Journal 55 (April 2002): 
332-350, at 339. 
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suggestion (given in the full score) to arpeggiate the chords, a true legato would not be 
possible. The use of an undamped sound in measures 138-140 sets up a contrasting 
coquettish character in measures 141-142, just as Mozart would do in one of his opera 
scenes. The split knee lever capabilities of the fortepiano help the player evoke grander 
idioms, such as orchestra and even opera. 
 
Example 16: Piano Concerto No. 16 in D Major, K. 451, Movement 1, Allegro assai, 
mm. 162-163 
 
 The mirrored-contour arpeggio passage in Example 16 serves to show off not only 
the virtuosity of the fortepianist, but also the resonance and range of the new instrument. 
Here, the player would undoubtedly lower the dampers only at the bar line to accentuate 
the slow harmonic rhythm and draw attention to Mozart’s prolonging of diminished 
harmony and subsequent delaying of the tonicization of the dominant key area. Just as in 
Example 13, this excerpt could well have been plucked from Steibelt’s collection of Pot-
pourris or Adam’s Méthode de piano du conservatoire, written eight and fourteen years 




Example 17: Piano Concerto No. 16 in D Major, K. 451, Movement 2, Andante, mm. 
70-73 
  
 At this point in the movement, we have heard the main theme many times, but 
only in a piano dynamic. In Example 17, Mozart gives the first forte 72 statement of the 
theme to the soloist before it is repeated by the orchestra. The use of the split knee levers 
is required to achieve legato in the melody and accompaniment simultaneously. The 
editor has suggested a slurring that is comparable to the corresponding music in the 
orchestra. One can hardly make the argument for a détaché articulation in such a 
chromatically pleasing theme; these are not the quick, choppy octaves found in 
Clementi’s études, but rather they are the predecessor of the parallel octaves one might 
find in the arioso-style fortepiano writing of Ludwig van Beethoven, who came to 
represent a synthesis of the Viennese and English schools of fortepianism. This music 
clearly displays practices being held over from earlier keyboard conventions (i.e., the 
lack of notated dynamics). However, the texture is expansive in its voicing, and only 
totally satisfying with the use of an undamped sound—wholly representative of the new 
“orchestral fortepiano.” 
 
72 One can observe here a holdover from earlier styles of writing for harpsichord. Rather than include 
dynamic markings, the fullness of texture, alone, indicates a contrast in dynamics. The open voicing 
and octave doublings indicate a forte dynamic. 
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Example 18: Piano Concerto No. 17 in G Major, K. 453, Movement 2, Andante, mm. 
95-96 
  
When looking only at the fortepiano score, it seems as though the two measures 
shown in Example 18 are to be played at a continuous forte dynamic, yet, when one 
considers the fp effect in the string accompaniment, a different interpretation may reveal 
itself as a possibility. The E-flat-Major chord at the beginning of the bar would be an 
ideal place to lift all of the dampers with the left knee lever and lower them when the 
hands leave the keys. This pedaling technique, now known as “rhythmic pedaling” (as 
opposed to “syncopated pedaling”), is derived from one of the original purposes of the 
fortepiano pedal: to enhance dynamic contrast. In this way, the fortepianist both mimics 
and adds to the resonance of the low strings, producing a striking hybrid tone color 
between the fortepiano and the orchestra. From a modern pianist’s perspective, studying 
the full score in passages such as these can help to clarify the meaning of the marking, fp. 







Example 19: Piano Concerto No. 18 in B-flat Major, K. 456, Movement 1, Allegro 
vivace, mm. 142-143 
 
 The legato chords of Example 19 are similar to those explored in previously 
excerpted concertos, but there is one crucial difference: the presence of repeated notes 
between connected chords. Mozart desires an uninterrupted legato, evidenced by the 
same music and slurring given to the winds in the following bar, and, here, he takes 
advantage of the fortepiano’s unique timbre. Tilman Skowroneck relays Johann Andreas 
Streicher’s belief, “[T]he ideal fortepiano tone should resemble wind instruments.”73 It is 
physically impossible for any keyboard player to connect one note to itself without the 
help of the dampers. Not to mention, even without repeated notes, one would be hard-
pressed to find a human hand or fingering that would be able to accomplish the legato 
called for in the left hand. The satisfying effect of shared material between the orchestra 
and soloist, facilitated by the use of the pedal, further establishes the fortepiano as an 





73 Tilman Skowroneck, Beethoven the Pianist (Cambridge: Cambridge University, 2010), 79. 
 
 48 
Example 20: Piano Concerto No. 18 in B-flat Major, K. 456, Movement 2, Andante, 
mm. 117-121 
 
 The octave passage shown in Example 20 is not given as an example of a texture 
that necessitates use of the split knee levers. On the contrary, Mozart indicates a very 
short articulation.74 Mozart’s clear staccato marking proves that in other octave passages, 
a mere absence of notated articulation does not automatically indicate détaché, an attitude 
that is still perpetuated in the teaching of Classic-era works in today’s conservatories. At 
this juncture, it is helpful to remember that markings such as dots and slurs were very 
fashionable and representative of the Viennese ideal.  The opposite could be said of pedal 
markings. This serves as further encouragement that Mozart must be added to the 
scholarly discussion of pedaling trends in the mid-to-late eighteenth century. He must not 
be excluded simply for the reason that his original manuscripts do not contain prescribed 
pedaling. 
Example 21: Piano Concerto No. 19 in F Major, K. 459, Movement 1, Allegro, mm. 
105 
 
74 Could a passage such as this have been poking fun at Clementi? 
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In Example 21, the upper two left hand pitches are doubled in the strings and the 
editor has added a slurring, recommending the fortepianist to match their articulation. If 
Mozart was not intently relying on the pedal for certain orchestral effects, he could have 
easily left out the lower of these two notes, making it easy for the fortepianist to play 
legato without raising the dampers. However, the doubling of the left hand with the 
strings creates a wonderful sonorous effect that serves to add resonance and color to the 
undulating G-Major and F-sharp diminished harmonies. The use of the knee lever pedals 
helps the piano to participate equally in the texture.  
 Eva Badura-Skoda remarks on the importance of pedaling in Mozart’s piano 
concertos: 
Especially in the piano concertos Mozart must have considered knee-levers 
indispensable. His music often shows this unambiguously. It is also worth 
mentioning that the damper-lifting effect enriches the singing quality of any 
piano, new and old, due to the sympathetic vibrations.75 
 
Example 22: Piano Concerto No. 19 in F Major, K. 459, Movement 2, Allegretto, 
mm. 35-38 
 
 Example 22 comes from the second movement, marked Allegretto. There is 
evidence in both the left- and right-hand notation that Mozart would have used the split 
 
75 Eva Badura-Skoda, “The Anton Walter Fortepiano,” 470. 
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knee levers—most likely the left lever, which raised all of the dampers. The articulation 
in the left hand is impossible to achieve with finger legato. Furthermore, the fortepianist 
shouldn’t shy away from trying to imitate the longer slurring of the basses and celli. With 
the use of an undamped sound in these measures, the right hand portato articulation in 
measure 35 becomes much more natural.  Of course, the chromatic thirds in measure 36 
would be more prone to an undesirable harmonic blurring. Regarding this concern, C. P. 
E. Bach wrote in his oft-quoted Essay on the True Art of Playing Keyboard Instruments, 
“The undamped register of the pianoforte is the most pleasing and, once the performer 
learns to observe the necessary precautions in the face of its reverberations, the most 
delightful for improvisation.”76 From what we know, and what is still true of replicas 
today, each fortepiano would have varied greatly in its resonance. To Viennese 
consumers, the Walter fortepianos were strikingly more resonant than the contemporary 
Stein models, due in part to the addition of heavier hammers with a back check, which 
allowed the player to exert more force on the instrument without the hammers bouncing 
back and hitting the strings a second time, producing an unattractive rattling sound. 
Regarding the chromatic thirds in measure 36, a modern pianist would not dream of 
playing the first half of the measure under one pedal. Even though the Walter was more 
resonant than previous instruments, it would not have been out of the question to pedal 
through such dissonance. The effect would be one of enhancing the cantabile style, rather 
than the sort of blurry mess that is the stuff of nightmares on a modern piano. 
 
 
76 C. P. E. Bach, Essay,  431. 
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Example 23: Piano Concerto No. 20 in D minor, K. 466, Movement 1, Allegro, mm. 
77-82 
 
 The Piano Concerto No. 20 in D minor, K. 466 is the first of only two concertos 
Mozart published in a minor key. The key of D minor’s significance to Mozart as a 
composer must not be ignored; it is associated with the most serious themes, particularly 
fate and mortality (i.e., Fantasia in D minor, K. 397, Don Giovanni, K. 527, and 
Requiem, K. 626). Mozart premiered this work on his Walter piano with an added pedal 
board,77 which enabled him to add extra reinforcement to the bass and create more 
sustained, organ-like textures.  
 Leopold Mozart described the instrument in a letter to Wolfgang’s sister, Nannerl: 
Since I have been here your brother’s Fortepiano Flügel78 has been taken from 
home at least twelve times, to the theatre or other places. He has had a large Forte 
piano pedale made, which stands under the flügel, is about two feet longer, and is 
astonishingly heavy. It is taken every Friday to the Mehlgrube, and also to Count 
Zichy’s and Prince Kaunitz’s.79 
 
But it has been speculated that the use of split knee lever pedals at the same time as the 
pedal board would have been impractical, given the width of the pedal board and the 
 
77 Richard Maunder, “Mozart’s Pedal Piano,” Early Music 23, No. 2 (May 1995), 287-296, at 288. 
78 Flügel was a word that was commonly used in 1770’s southern Germany to mean either a 
hammered harpsichord (much like the hammered dulcimer, but with the addition of a keyboard) or 
fortepiano. By 1790, in Vienna, the term always referred to the fortepiano. In Mozart’s case, after 
1782, Fortepiano Flügel always refers to his concert instrument, made by Anton Walter. 
79 Leopold Mozart to Nannerl Mozart, March 10, 1785, in Mozart: Briefe und Aufzeichnungen, vol. 3, 
ed. W. A. Bauer, O. E. Deutsch, and J. H. Eibl (Kassel: Bärenreiter, 1962). 
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limited ability of the feet and knees to multitask in opposite directions, an opinion that 
will be challenged in the following examples.80 We can find plenty of instances in which 
we can be relatively certain that the pedal board was not being used in K. 466. In 
Example 23, the fortepianist introduces the theme for the first time after a long 
anticipatory build-up from the orchestra. The slurring in both hands clearly expresses the 
arioso quality of the music. One of the things that drew Mozart to the Walter over the 
Stein was its natural singing quality. The Walter fortepiano’s warm tone in combination 
with the added resonance of the split knee levers helps to lend a vocal quality to this 
profound soliloquy (See Ex. 23). 
 
Example 24: Piano Concerto in D minor, K. 466, Movement 1, Allegro, mm. 308-309 
 
 In Example 24, Mozart outlines the G-sharp diminished chord in the right hand, 
creating an enticing contrast between the rising contour of the fortepiano line and a 
descending “Scotch snap” in the strings. The shared notes between some of the dyads 
prevent the fortepianist from playing legato without raising the dampers, despite the fact 
 
80 Maunder, “Mozart’s Pedal Piano,” 291. 
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that the editor clearly suggests a slurring based on a preceding analogous passage. 
Additionally, the sweeping gesture in measure 308-309 does not fit comfortably in one 
hand position. Composers writing for earlier keyboard instruments would facilitate 
uninterrupted legato by keeping the hands, especially the right hand, more or less in the 
same position. Richard Maunder and David Rowland have put together a helpful guide to 
Mozart’s pedal piano,81 the instrument that the Piano Concerto No. 20 in D Minor, K. 
566 was premiered on.  
 In the following excerpt, they question the feasibility of using the pedal board and 
split knee levers in the same performance: 
[I]f the pedals are used to any extent in performance, the question of the 
usefulness of the damper-raising knee-lever inevitably occurs. Put at its simplest, 
if the feet are playing the pedals, is it possible to raise the right knee, and 
therefore the whole damper rail? The answer is that it is sometimes possible to 
raise the dampers, in those cases where the left foot sustains a bass note for some 
time, allowing the rest of the body to remain still while the right knee is raised. . . 
.Most of the time, however, performing on the pedal-board precludes the use of 
the sustaining lever—no great loss, since an extensive use of the lever would in 
any case be highly dubious from a stylistic point of view.82 
 
It is easy to understand that pressing a pedal down with the foot and raising a knee lever 
simultaneously is not practical, and would prove to be nearly impossible to control. 
However, as one can see from the above musical examples, there are many passages that 
are scored in the treble register and have a delicate, singing quality. In such passages, the 
use of the pedal board would have been highly inappropriate; the pedal board is meant to 
 
81 Richard Maunder and David Rowland, “Mozart’s Pedal Piano,” Early Music 23, No. 2 (May 1995): 
287-296. 
82 Ibid, 295. 
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evoke grander instrumentation, like that of the organ or a full orchestra, not to mention 
the fact that Mozart is the only musician that we know of who (from his father’s account) 
was performing on such an instrument.83 Therefore, why shouldn’t we imagine a 
fantastically colorful performance with full use of the pedal board and split knee levers? I 
must disagree with Maunder and Rowland in their claim that more stylistically correct 
performances use less pedal—this interpretation is too simplistic. When all of the 
evidence is considered, a stylistic performance of a Mozart piano concerto can indeed 
make ample use of the damper pedals. 
  
Example 25: Piano Concerto in D minor, K. 466, Movement 3, Allegro assai, mm. 
245 
 
Example 25 is one of many passages where the fortepianist engages in a dialogue 
with the winds in a piano dynamic. In order to match the articulation of the winds, thus 
creating a successful call-and-response, the left knee lever would have been lifted. There 
is no fingering that would create a satisfactory legato between the upper and lower notes 
of the octaves in the right hand. Furthermore, the repetition of the C-sharp in the left hand 
necessitates the use of the dampers in order to connect repeated pitches. The 
connectedness of a gesture under a slur is of utmost consequence to the musical structure 
 
83 Pedal pianos of the Classic era were more commonly used as practice instruments for organists, 
rather than performance instruments. Mozart’s use of his pedal piano was unique in this regard. 
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in Viennese Classic-era music. When slurs are notated in the winds, they often have 
implications for tongue articulation and breathing.84 Slurs in string instruments often 
imply a particular bowing. The fortepianist would have used the split knee levers as a tool 
to better match the articulations of the orchestra, and therefore create a more cohesive 
ensemble. 
 
Example 26: Piano Concerto No. 21 in C Major, K. 467, Movement 2, Andante, mm. 
23-26 
  
 The Piano Concerto No. 21 in C Major, K. 467 is the second work said to have 
been premiered by the composer on his own pedal fortepiano. David Grayson writes, 
“The mechanism was literally beneath his feet on 10 March 1785, when he played K. 
467, and the urge to make use of it to reinforce the bass must have been very strong 
indeed.”85 Example 26 is excerpted from the beloved Andante of K. 467. Upon the 
fortepiano’s entrance, the left hand takes over the muted string accompaniment. This 
multi-layered left-hand accompaniment is a hallmark of “rhythmic” pedal technique, 
wherein the player would apply a new pedal to every new bass note, effectively 
 
84 Johann Joachim Quantz wrote extensively about the various syllables that can be used for different 
types of slurs in his Versuch einer Anweisung die Flöte traversière  zu spielen. The first note of the slur 
would typically be articulated with the “di” syllable and the second note would be articulated with the 
“ri” syllable, especially in an uptempo passage. 




sustaining the supporting harmony through the measure without creating undesired 
“blur.” Rhythmic pedaling became ubiquitous almost half a century later in the waltzes of 
Frédéric Chopin. In addition to creating the appropriate sostenuto muted atmosphere, the 
use of the left knee lever to raise all dampers would also help the fortepianist to maximize 
the singing quality of the arioso melody. 
 
Example 27: Piano Concerto No. 22 in E-flat Major, Movement 1, Allegro, mm. 128-
129 
 
 Example 27 displays a style of fortepiano writing that is intended to show off the 
lush tone of Mozart’s Walter fortepiano. The chord voicing on the downbeat of measure 
128 fills the hands and the lifting of dampers is required to avoid choppiness while 
shifting hand positions within the same harmony. The sostenuto chords signify Mozart’s 
shift away from harpsichord idioms to writing music that can only be executed on the 
fortepiano with the aid of knee levers. Though Mozart was known for epitomizing 
Viennese ideals in his keyboard technique and composition for fortepiano, in this excerpt 
we can observe a texture that typifies English-school ideals. The bravado chords 
foreshadow similar textures in the Ludwig van Beethoven’s middle period, such as the 
opening of the piano sonata in B-flat Major, op. 109, “Hammerklavier”). A passage such 
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as this can serve to clarify the reasons behind Mozart’s choice of the Walter, with its 
hammer back checks, over the Stein.  
 
Example 28: Piano Concerto No. 22 in E-flat Major, K. 482, Movement 1, Allegro, 
mm. 296-297 
  
 At first glance, the virtuosic figuration in Example 28 looks relatively uniform in 
articulation and could be said to exemplify the Viennese style of fortepianism. However, 
a closer look at the articulations in the orchestra tell a different story. The broken octaves 
in the left hand at the end of measure 296 are reinforced by staccato eighth notes in the 
low strings. Additionally, the left hand octaves in the following measure are accompanied 
by a sostenuto texture in the winds and strings. Mozart surely intended for there to be a 
sharp contrast in character between the two measures. One can imagine two contrasting 
characters from one of Mozart’s operas sharing a musical dialogue. In addition to the 
matching articulation in the orchestra, in measure 297, the harmonies change at each 
quarter note and are expressed through arpeggiated chords in the right hand figuration. 
This texture was highly indicative of a specific pedaling technique: lifting the knee levers 
with each new bass note. Paul Badura-Skoda remarks on the advantages of an undamped 
sound in a similar passage with broken chords, “[T]he use or non-use of the pedal makes 
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a remarkable difference in sound volume. If this Concerto is played with orchestra on an 
18th-century piano, in my experience the passage is even more in need of achieving as 
much resonance as possible than when played on a modern concert grand: therefore, this 
passage needs pedaling.”86 
 
Example 29: Piano Concerto No. 23 in A Major, K. 488, Movement 2, Adagio, mm. 
66-67 
  
 The second movement of K. 488 is written in a siciliano style with 
uncharacteristically large melodic leaps (see Ex. 29). These leaps foreshadow similar 
writing in Fiordiligi’s acrobatic aria, “Come scoglio” from Così fan tutte, K. 588. We 
know that the knee levers of the fortepiano were commonly used to amplify the volume 
of important solo melodies, especially in slower, lyrical movements. Paul Badura-Skoda 
observes, “A single note played with pedal has much more resonance than without it. 
This is due to the sympathetic vibrations of other strings: not only more resonance, but a 
longer duration of sound is achieved.”87 As mentioned above, the writing of legato 
melodies that do not fit comfortably in one hand position is a practice strongly associated 
with the emergence of the fortepiano as the preferred concert instrument, especially for 
 
86 Paul Badura-Skoda, “Mozart Without the Pedal?,” 347. 
87 Ibid, 349. 
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solo appearances with orchestra. 
 
Example 30: Piano Concerto No. 24 in C minor, K. 491, Movement 1, Allegro, mm. 
432-434 
  
 In Example 30, the basses change pitch on beats one and three, which correspond 
to the changes of harmony in the fortepiano part. This passage resembles Example 28 in 
its sonority, though here the bass line is given to the orchestra. As Czerny later remarked 
on pedaling convention, “[T]he prescribed pedal must be re-employed at each note in the 
bass.”88 Such a pedal technique must have been very common even before Daniel 
Steibelt’s first pedal marking appeared in 1792. The undamped texture enables the 
fortepiano to participate audibly in a sustained, orchestral sonority. 
 




88 Carl Czerny, On the Proper Performance of All Beethoven’s Works for Piano, ed. Paul Badura-
Skoda, (Vienna: Universal, 1970), 39. 
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 The polyphonic writing of Example 31 demonstrates a new advantage of the split 
knee levers: essentially, the ability to play an orchestral reduction at the keyboard. 
Mozart’s recreation of the analogous passage in the winds from a few bars earlier uses 
tightly-woven, almost Bachian, counterpoint. Here, the fortepiano encompasses the full 
range of the orchestra. Music like this appears very often in the later piano concertos and 
foreshadows the use of the fortepiano as a means of recreating an orchestral work. 
 
Example 32: Piano Concerto No. 25 in C Major, K. 503, Movement 1, Allegro 
maestoso, mm. 298-301 
 
 The first movement of K. 503 is uniquely symphonic in scope. Its influence on 
Ludwig van Beethoven can be clearly heard in his Piano Concerto No. 4 in G Major, op. 
58 and Piano Concerto No. 5 in E-flat Major, op. 73. The hammer-blow chords on the 
dominant key of G Major (see Ex. 32) imitate the full orchestra, which delivers the same 
musical statement a few bars earlier, but in the tonic key of C Major. In this passage, the 
use of the left knee lever to raise all of the dampers in a rhythmic pedaling pattern is 
highly effective in increasing the volume and resonance of the fortepiano. While the 
fortepiano sound is resonant and full, the following piano chords in the winds are heard 
as an echo of the resonance of the fortepiano, creating an antiphonal effect. 
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Example 33: Piano Concerto No. 26 in D Major, K. 537, Movement 1, Allegro, mm. 
392-395 
  
The playful dialogue between the fortepiano and the strings in Example 33 is 
rendered more successful when a perfect legato is accomplished in the right hand 
octaves. Without the aid of the right knee lever to lift the dampers of the upper register, 
the player would be able to connect only the top voices and would struggle to control the 
graceful two-note slur gesture. The fortepiano and strings must resemble each other to set 
up the surprising harmony in measure 395. The ability of the fortepiano to mimic the tone 
color of other instruments is part of the reason it gained such popularity as a solo 
instrument in the late eighteenth century. The presence and ample use of the split knee 




Example 34: Piano Concerto No. 26 in D Major, K. 537, Movement 3, Allegretto, 
mm. 281-282 
 
The expansive arpeggiation in Example 34 strongly suggests the use of the left 
knee lever to raise all dampers; with the dampers lifted, the soloist could accomplish a 
reinforcement of the fp expressive marking in the tutti strings. Donna Louise Gunn 
remarks on the effect of rhythmic pedaling in such passages on Mozart’s Walter 
fortepiano, “Mozart uses forte as a form of accentuation rather than a dynamic direction. 
Incorporating the damper pedal supports the intended purpose. It is appropriate practice 
to use pedal with forte or sforzando to facilitate accentuation.”89 Because of the 
expressive marking in the strings and the slow harmonic rhythm, Mozart would surely 
have utilized the left knee lever. In a way, the fp dynamic accent written in the orchestra 
is accomplished in the fortepiano simply by means of the natural decay of resonance. 
 
89 Donna Louise Gunn, “Discoveries from the Fortepiano: A Manual for Beginners and Seasoned 




Therefore, in this case, the orchestra is participating in an effect that is highly idiomatic 
to the new fortepiano. This codependent evolution of sound effects will become ever 
more dramatic in the works of Ludwig van Beethoven. 
 
 
Example 35: Piano Concerto No. 27 in B-flat Major, K. 595, Movement 2, Larghetto, 
mm. 1-7 
  
 The stately main theme of this Larghetto movement (see Ex. 35) is deceptively 
challenging in its demand for uninterrupted legato. In measure 2, Mozart indicates legato 
parallel thirds in the left hand, which, even with creative fingering, would be nearly 
impossible without the subtle use of the knee levers (perhaps the right lever only). Even 
more treacherous is the addition of right hand legato octaves in measures 6-7. The 
damper levers help the player to match the articulation of the winds in the following bars 
and also to project much more effectively in a large concert space.90 
 It is clear from the music itself that Mozart wanted to make use of all the tools 
available to him on his beloved Walter fortepiano. The deeper one explores the musical 
demands of the post-Salzburg piano concertos, the more one realizes how frequently the 
 
90 The concert venues of Mozart’s time were not as large as those that we are accustomed to today. 
However, we know that the Burgtheater in Vienna, where so many of the piano concertos were 




split knee levers must have been used. If we assume that Mozart did not intend for the 
dampers to be lifted simply because he did not notate it, we may miss the opportunity to 
appreciate a rich, cross-cultural dissemination of pedaling trends. It is true that Daniel 
Steibelt and Jan Ladislav Dussek are credited with forging the way for long pedal 
markings and a blurry aesthetic. However, existing scholarship has underrepresented 
Mozart’s earlier influence on this narrative. Scholars have emphasized the chasm 
between the English and Viennese schools of fortepianism.91 Mozart ’s music gives us 
pause to reconsider this divide. Though he does not explicitly prescribe the use of the 
damper pedal, one can arrive at the conclusion that the absence of any markings has more 
to do with convention and lack of adequate nomenclature than it is suggestive of any sort 
of dogmatic anti-pedal views held by Mozart himself. Mozart’s expectations for use of 
the split knee levers are something of a code to be cracked, but his clear influence on later 
pedaling trends underscores the importance of studying undamped textures in his music. 
This connection can reveal a German and Viennese narrative of fortepiano pedal trends 
as an alternative to the well-documented French and English ones. 
  
 
91 Rachel Lowrance, “Born to Conquer: The Fortepiano’s Revolution of Keyboard Technique and 




Beethoven and Blur 
 I. The Influence of Wolfgang Amadeus Mozart 
 In his essay on Beethoven’s “Mozart” Quartet (op. 18, no. 5 in A Major), Jeremy 
Yudkin calls our attention to the influence of Mozart’s legacy on the young Beethoven: 
Much has been written on the “anxiety of influence” suffered by composers 
throughout the nineteenth century, living as they did in the shadow cast by 
Beethoven. . . . And yet Beethoven himself had shadows to deal with. Publicly 
and privately compared to the prodigy Mozart as a boy, Beethoven grew up with 
Mozart’s music in his ears, and his example (both literally and metaphorically) 
before him.92 
 
The overwhelming scholarly attention given to Beethoven’s crucial role in the 
birth of the concept of the “genius-composer”93 in late-eighteenth-century Vienna has 
overshadowed any exploration of the massive pressure and “anxiety of influence” 
Beethoven felt as a young artist. Beethoven’s humble admiration for his teacher, Haydn, 
and his predecessor, Mozart is clear in his own writings. He wrote in a letter to a young 
admirer, “Do not rob Handel, Haydn, and Mozart of their laurel wreaths. They are 
entitled to theirs, but I am not yet entitled to mine.”94 This touching sentiment conveys an 
uncharacteristic softness and humility in the face of his musical fore-bearers, which is 
significant considering how successful Beethoven already was at the time the letter was 
 
92 Jeremy Yudkin, “Beethoven’s ‘Mozart’ Quartet,” American Musicological Society 45, No. 1 
(Spring 1992): 30-74, at 30. 
93 In her book, Beethoven and the Construction of Genius, Tia DeNora provides a thorough account of 
Beethoven’s rise to the status of “genius-composer” in late-eighteenth-century Vienna. She argues that 
various cultural forces, in addition to Beethoven’s tactful self-promotion, created an almost sanctified 
image of the man, one that was not bestowed on his contemporaries.  
94 Ludwig van Beethoven to Miss Emilie M. At H., July 17, 1812, in The Letters of Beethoven, ed. 
Emily Anderson, (New York: Norton, 1985).   
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written (1812). There is ample evidence of the imitation of Mozart in Beethoven’s music. 
The young Beethoven was so inspired by Mozart’s ingenuity of structure and motivic 
material that the composer often worried that he would inadvertently plagiarize him. 
Lewis Lockwood writes, “Nothing could be more revealing of his anxiety about Mozart, 
his musical god and artistic father, whose music he knew and heard in his mind so well 
and clearly that he must have felt he had to work his way through the Mozartian 
landscape to find his own voice.”95 Beethoven grew up in Bonn performing Mozart’s 
piano concertos and playing viola in a pit orchestra for Mozart’s operas. The young 
composer was well aware of whose shoes he was expected to fill upon his move to 
Vienna in 1792 to study with Franz Joseph Haydn.96 In March of 1795, Beethoven gave a 
performance of Mozart’s Piano Concerto No. 20 in D minor, K. 466 for Mozart’s widow, 
Constanze.  
Eva and Paul Badura-Skoda describe the cadenza Beethoven wrote for the 
performance:  
Although Beethoven’s cadenza for this movement is beautiful and poetic, there is 
much about it that is un-Mozartean—for example, its modulation to a key as 
distant as B major, and the martellato repeated notes after B major has been 
reached, its use of sequences, and the way the bass motive is angrily tossed about 
toward the end of the cadenza. The triplet accompaniment of the piano’s main 
theme, and the ending (in itself a stroke of genius) are purest Beethoven. But this 
cadenza has the great virtue of dramatic conciseness, and this makes it well suited 
to the movement, despite the faults mentioned.97 
 
 
95 Lewis Lockwood, Beethoven: The Music and the Life (New York: Norton, 1992),  116. 
96 Count Waldstein famously wrote to Beethoven in anticipation of the composer’s move from Bonn 
to Vienna, “You will receive the spirit of Mozart from the hands of Haydn.” Alexander Wheelock 
Thayer, Thayer’s Life of Beethoven, rev. and ed. by Elliot Forbes (Princeton, New Jersey: Princeton 
University Press, 1964), 115. 
97 Eva and Paul Badura-Skoda, Interpreting Mozart on the Keyboard, trans. Leo Black, (New York: 
Da Capo, 1957), 247-248. 
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This performance took place just a few days after Beethoven premiered his Piano 
Concerto No. 2 in B-flat Major, op. 19 98 at the Burgtheater, where Mozart had premiered 
so many of his own  piano concertos. Given his relatively low status at this stage of his 
career, the fact that Beethoven would perform such an uninhibited, “un-Mozartean” 
cadenza in the presence of Constanze could be considered as another manifestation of his 
uncompromising (brash?) artistic ambition. Janet Schmalfeldt has a different take, “With 
the D-Minor Concerto, Mozart himself entered into a new compositional realm—one that 
Beethoven recognized as a premonition of his own.”99 I find this interpretation most 
compelling. Beethoven recognized in Mozart a prophecy for his own future development. 
His testing of boundaries in general, particularly through his revolutionary pedal 
markings in his own concertos, makes sense in this context if we acknowledge similar 
innovations in Mozart’s music, many of which I have described in Chapter Five of this 
study. 
 
 II. Beethoven’s Fortepianism 
 One factor that objectively distinguished the beginning of Ludwig van 
Beethoven’s performing career in Vienna from that of Mozart was his obsession with the 
fortepiano. Tilman Skowroneck writes, “Beethoven’s main professional concern during 
his first years in Vienna was apparently the competition with the Viennese 
 
98 Beethoven’s first two piano concertos,  No. 1 in C Major, op. 15 and  No. 2 in B-flat Major, op. 19, 
were his first works with prescribed pedal markings. 
99 Janet Schmalfeldt, “Beethoven’s ‘Violation’: His Cadenza for the First Movement of Mozart’s D-
Minor Piano Concerto,” Music Theory Spectrum 39, No. 1 (Spring 2017): 1-17, at 17. 
 
 68 
Klaviermeister.”100 In the early 1790’s, Beethoven was caught up in the competitive 
fortepiano duel culture that dominated the élite Viennese musical scene. We can see from 
Beethoven’s own writing that this cut-throat atmosphere directly influenced various 
fortepiano techniques in his published music.  
 For example, Beethoven describes a notorious double trill passage in his 
Variations, WoO. 40 for Violin and Piano: 
I would never have written something like this, but I had already noticed that now 
and again there was someone in Vienna who, when I extemporized of an evening, 
would often write down many of my specialties the next day and would boast 
about them. Since I foresaw that such things soon would be published, I wanted to 
anticipate them. There was also another reason, namely to embarrass the 
Klaviermeister from here, some of whom are my deadly enemies, and so I wanted 
to take my revenge in this fashion, because I knew that sometime they would be 
given the variations to play, and then these gentlemen would give a bad 
performance.101 
 
This letter, which may even provoke a sigh of relief from modern pianists, reveals 
Beethoven’s self-awareness of his extremely demanding, and, at times, awkward writing 
for fortepiano. Though the above letter addresses double trills, the competitive 
environment of Vienna also stimulated Beethoven’s ample use of the pedals in both his 
public performances and published music. Beethoven indulged moments of extreme 
“blur” in his public improvisations, a performing habit which was very much in fashion. 
In a way, his status as a genius-composer legitimized these “special-effects,” which were 
seen as superficial in the hands of the composer and fortepianist Daniel Steibelt.102 Most 
 
100 Tilman Skowroneck, Beethoven the Pianist, 67. 
101 Ludwig van Beethoven to Eleonore von Breuning, November 2, 1793, in The Letters of Beethoven, 
vol. 2, ed. Emily Anderson, (New York: Norton, 1985), 14-15. 
102Katalin Komlós, “After Mozart: The Viennese Piano Scene in the 1790’s,” Studia Musicologica 49, 
No. 1 (March 2008): 35-48, at 46. 
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eye-witness accounts of Beethoven’s pedaling habits in live performance come from his 
pupil, Carl Czerny. Czerny stated in a letter, “He used a lot of pedal, much more than is 
indicated in his works.”103 Czerny had fairly conservative views on the pedal, having 
studied in his youth with Johann Nepomuk Hummel, who was seen as a stylistic rival of 
Beethoven. Czerny’s observation should be taken with a grain of salt, as the use of pedal 
when it is not overtly indicated in the music could have been said of Mozart’s playing, 
and many fortepianists who came before. A standard nomenclature for pedal markings 
came later in published music and, as we have seen from Mozart’s music, musical scores 
are not usually the best markers of the earliest pedaling conventions. Czerny compared 
Beethoven’s playing to that of Hummel: “Hummel’s partisans charged that Beethoven 
maltreated the fortepiano, lacked all purity and distinctness, brought only confusing noise 
through the use of the pedal, and that his compositions were affected, unnatural, melody-
less, and what is more, without proportion.”104 The proponents of this scathing review 
saw Beethoven’s deemed overuse of the pedal as an extension of his unrefined and 
barbaric manner of expression in his public concerts. Perhaps such words were used 
against Beethoven in an effort to officially excommunicate him from the dogmatic 
Viennese tradition. Sandra Soderlund writes of his distinctive reputation, “These accounts 
of Beethoven’s playing indicate that he used a more legato touch than was prevalent at 
the time, and that he also exaggerated dynamics more than others did. The result was 
playing that was less clear than that of Hummel or Wölffl, for instance, but more 
 
103 Czerny, On the Proper Performance, 16.   
104 Ibid, 22. 
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expressive.”105 Perhaps to the naysayer’s dismay, Beethoven’s unsavory aesthetic, among 
many other factors, fed his celebrity. The conductor Ignaz von Seyfried wrote of 
Beethoven’s performative allure, “When once he began to revel in the infinite world of 
tones, he was transported also above all earthly things.” Beethoven’s characteristic use of 
long sustained textures and harmonic “blur” further added to his mystique. Such “blur” 
was seen by critics as pretentious in the works of the English school, but, for Beethoven, 
it was seen as a mode of transcendence.  
 William S. Newman traces a comment, though six times removed, back to 
Beethoven, himself: 
According to the Beethoven specialist Paul Mies, the editor Carl Krenn learned 
from Franz Kullak that Kullak’s father Theodor had been told by Czerny what 
Beethoven had in mind when he indicated the celebrated damper release 
throughout each of the first movement’s recitative passages in the Sonata in D 
Minor, op. 31/2/143–48 and 153–59. Beethoven reportedly wanted the effect to 
suggest someone speaking from a cavernous vault, where the sounds, 
reverberations, and tones would blur confusingly.106 
 
Hector Berlioz famously commented on a performance of Beethoven’s Piano Sonata No. 
14 in C-sharp minor, op. 27, no. 2 given by Franz Liszt in 1837: “[T]he left hand spreads 
out gently over wide-spaced chords, whose character is solemn and sad, and whose 
duration permits the piano vibrations gradually to die away into one another.”107 
Beethoven’s use of undamped textures as notated in his published music and as witnessed 
 
105Sandra Soderlund, How did they play? How did they teach?: A History of Keyboard Technique 
(Chapel Hill, North Carolina: Hinshaw, 2006), 245. 
106 Paul Mies, Textkritische Untersuchungen bei Beethoven (München: Henle, 1957), 189. Quoted and 
translated in William S. Newman, Beethoven on Beethoven: Playing His Piano His Way (New York: 
Norton, 1988), 246. 
107 Hector Berlioz, “Trios et Sonates de Beethoven,” Journal des Débats (March 12, 1837), 1. Quoted 
and translated in Newman, Ibid. 
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by contemporary audiences played and still plays a major role in the perception of his 
legacy. His notoriously uninhibited emotional expression at the fortepiano by way of long 
pedals, extreme dynamic contrast, and a masterful legato touch, distinguished him from 
his contemporaries, who, when compared to Beethoven, would be written into history as 
merely fine practitioners.  
 
 III. Instrument Preferences 
 Beethoven’s lifelong preference for the instruments of the Viennese fortepiano 
makers, namely Walter, Stein, and Streicher, has been well-established by scholars. There 
are three extant Beethoven pianos: his Érard, his Broadwood, and his Graf. William S. 
Newman argues that an overwhelming emphasis on the study of the extant instruments 
has resulted in a general misconception about Beethoven’s preferences.  
 He writes of the predominance of Viennese models in Beethoven’s lifetime of 
instruments: 
In all, it has been possible here to identify fourteen of the pianos that Beethoven 
presumably owned or borrowed during his lifetime. . . . Eleven of these pianos 
came from Viennese piano makers, four being made by the Stein and Streicher 
families. Only the Vogel (from a Hungarian maker) and the two pianos honoring 
Beethoven from afar (the Érard and the Broadwood) came from makers outside of 
Vienna.108 
 
The efforts of various scholars to prove Beethoven’s proclivity toward different 
instruments, whether from France, Vienna, or England, are undermined by Beethoven’s 
well-documented general dissatisfaction with any instrument that was given to him. In a 
 
108 Newman, Beethoven on Beethoven, 55. 
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letter to the violinist Karl Holz, Beethoven wrote, “It [the fortepiano] is and remains an 
inadequate instrument.”109 Beethoven appreciated each new instrument he received 
insomuch as it facilitated new heights of expression in his music. As far as personal ties 
go, his communications in letters with the Streicher/Stein family indicate a level of trust 
that distinguishes this firm from others over the course of Beethoven’s life. It is evident 
that Beethoven had a symbiotic, working relationship with the Streicher’s/Stein’s, to 
whom he would send frequent requests for repairs and modifications on his instruments, 
regardless of their make. In order to demonstrate the chronological relationship between 
the instruments Beethoven owned and his published music for fortepiano, I’ve provided 




109 Thayer, Thayer’s Life of Beethoven, 974.  
110 The information contained in Figure 1 was collected from William S. Newman’s book Beethoven 
on Beethoven, specifically the section titled “Beethoven Pianos Chronologically” on pages 50-54.  
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Figure 1: A Chronological Table of Beethoven’s Confirmed Instruments and the 






Important Features Op. No.’s of 
Concurrent Works (by 




gift from Count 
von Waldstein 
-German Prellmechanik action111 
-nimble dampers 
-light action 
-separate knee pedals for upper 
and lower register dampers (left 
pedal lifts all dampers, right pedal 
lifts the upper register) 
-hand stop moderator 
-escapement 
op. 1, op. 2, op. 15, op. 
19, op. 39, op. 44, op. 
46,  WoO. 38, WoO. 40-
41, WoO. 50, WoO. 64-





1796 -Viennese  Prellmechanik action 
-nimble dampers 
-light action 
-improved evenness of tone 
-separate knee pedals for upper 
and lower register dampers (left 
pedal lifts all dampers, right pedal 
lifts the upper register) 
-hand-stop moderator 
-escapement 
op. 5-7, op. 10-14, op. 
16-17, op. 22, op. 26, op. 
37, op. 49, op. 51, op. 
66, WoO. 42, WoO. 45, 




1801 -Viennese  Prellzungenmechanik 
action112 




-triple-strung in upper register 
-separate knee pedals for upper 
and lower register dampers (left 
pedal lifts all dampers, right pedal 
lifts the upper register) 
-knee pedal moderator 
-hammer back checks 
op. 23-24, op. 27-28, op. 
30-31, op. 33-35, op. 48, 
WoO. 46, WoO. 54 
 
111 The early German Prellmechanik (prell translates to “bounce”) action was a c. 1775 invention of 
the Stein firm and was comprised of an escapement mechanism and hammers that are attached to the 
keys (as opposed to Cristofori’s action which included an intermediary lever),  allowing the player a 
much greater degree of control over volume and tone color. 
112 The Viennese Prellzungenmechanik action was popularized by the Walter firm in the 1780’s and 
remained the preferred action well into the nineteenth century. It was an evolved version of the 








Important Features Op. No.’s of 
Concurrent Works (by 
date of composition) 
Sebastien Érard 
(France)  




-shallow, light key action 
-triple-strung 
-four floor pedals: damper, lute, 
céleste, and una corda 
op. 42, op. 45, op. 47, 
op. 53-54, op. 56-58, op. 
61a, op. 63, op. 69-70, 
op. 73, op. 75-80, op. 
81a, op. 82, WoO. 55-












-Streicher instruments now exceed 
those of Walter in resonance and 
fullness of tone 
op. 83, op. 96, op. 97, 




1814 -Viennese  Prellzungenmechanik 
action 
-combination double and triple-
strung 
-five floor pedals: bassoon, 
moderator, dampers, una corda, 
and Janissary113 




1815 -Viennese  Prellzungenmechanik 
action 
-hammer back checks 
-divided bridge for more even tone 
-five floor pedals: possibly 
including Janissary 
op. 98-99, op. 101-102 
 
113 The Janissary pedal came into fashion around 1810. The use of this pedal triggered a mechanism 
that created a percussive “boom-ring” effect similar to the Turkish march variation of the final 







Important Features Op. No.’s of 
Concurrent Works (by 




1818, gift from 
the maker 
-English action 
-less effective dampers 
-deep, heavy key action 
-dramatically expanded range 
-hammer back checks 
-solid hammers 
-triple-strung 
-three floor pedals: split dampers 
and una corda 
op. 105-111, op. 119-




1825, gift from 
the maker 
-Viennese  Prellzungenmechanik 
action 
-quadruple-strung in the upper 
register 
-three floor pedals: dampers, una 




IV. Compositional Process 
 We know from extant sketchbooks that Beethoven often wrote down fragments of 
music only to set them aside for months before they were incorporated into any larger 
work (if at all). He developed this habit partially because he was accustomed to 
composing many different works simultaneously. The urgency with which Beethoven 
saved important themes as they came to him in his sketchbooks in a way confirms our 
modern-day perception of his ingenious motivic content. So many of the most celebrated 
themes throughout his works can be found in fragments throughout the extant 
sketchbooks. Beethoven was also accustomed to sketching orchestral works in two-stave 
format, in what appears to be piano reduction. But did he compose from the fortepiano? 
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Beethoven certainly had a desire to hear his music on his fortepiano, which he made clear 
to Johann Andreas Streicher in light of his impending deafness. In 1817, he wrote a letter 
to Nannette, “My beloved friend! I have a great favor to ask of Streicher. Request him on 
my behalf to be so kind as to adjust one of your pianos for me to suit my impaired 
hearing. It should be as loud as possible. That is absolutely necessary.”114 
 Beethoven was perhaps first noticed among the Viennese musical elite for his 
brilliant public improvisatory displays, whether in the fortepiano duels mentioned above 
or during performances of his own works. 
 Czerny recounted Beethoven’s live improvisations in his memoirs: 
Beethoven could improvise in several ways, whether on a theme of his own 
choosing or on a suggested theme. (1) In the form of a first movement or rondo 
Finale of a Sonata. He would lay a normal first section introducing a second 
melody, etc., in a related key. In the second section, however, he gave full rein to 
his inspiration, while retaining the original motive, which he used in all possible 
ways. Allegros were enlivened by bravura passages, many of which were even 
more difficult than those found in his sonatas. (2) In free variation forms 
somewhat like the Choral Fantasy op. 80 or the choral Finale of the Ninth 
Symphony; both these pieces give a true picture of his improvising in this manner. 
(3) In a mixed form, one idea following the other as in a potpourri, like his Solo 
Fantasy op. 77.115 
 
Czerny’s eye-witness account reveals a symbiotic relationship between Beethoven’s 
creative process and his improvising at the fortepiano. Czerny emphasizes Beethoven’s 
extemporizing on an orchestral work in his second point when he mentions the choral 
finale of his Symphony No. 9 in D minor, op. 125. As previously cited, Czerny also 
described Beethoven’s ample use of undamped effects in his improvisations, supposedly 
 
114 Ludwig van Beethoven to Nannette Streicher, July 1817, in The Letters of Beethoven, ed. Emily 
Anderson, (New York: Norton, 1985).  
115 Czerny, On the Proper Performance, 15. 
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much more than he notated in his published music. As set forth in Chapter Five of this 
study, in order to write for the fortepiano as an equal to the orchestra, Mozart relied 
heavily on the use of the damper levers in his writing for fortepiano, especially in the 
post-Salzburg concertos. Mozart was dependent on undamped effects as a means to an 
end, but, for Beethoven, sound effects achieved by the damper-lifting mechanism and 
even harmonic “blur” became a trademark of his style. Beethoven’s full embrace of the 
long pedal markings associated with the English school of fortepianism initiated the birth 
of an orchestral sound concept wholly his own, where one can hardly tell where the 
fortepiano ends and the orchestra begins, and vice versa. 
 
 V. Musical Examples 
(All musical examples are excerpted from the new Beethoven edition [Beethoven Werke], 
sometimes referred to as the Neue Gesamtausgabe, or New Complete Edition, published 
by Henle in Munich, which is still in progress and aims to be completed by 2027, the 
two-hundredth anniversary of Beethoven’s death.) 
In his thesis on the use of damper pedals in the Beethoven piano sonatas, David 
Breitman provides an extant sketch from the Kafka miscellany (see Ex. 36): 
The very first appearance of any kind of pedal indication in Beethoven’s 
handwriting appears in a sketch believed to date from 1790-92, reproduced below. 
The instruction “mit dem Knie” (“with the knee”) must refer to the knee lever for 






116 Breitman, “The Damper Pedal and the Beethoven Piano Sonatas” 49. 
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Example 36: Sketch from the Kafka Miscellany117 
 
This strange fragment is believed to have been a part of an accompaniment hastily 
sketched out before a church service. Apparently, the organ was in poor condition and 
Beethoven had to make do on the fortepiano.118  
 At this juncture, we should mention Franz Joseph Haydn, Beethoven’s teacher in 
Vienna from 1792-94. Haydn included only two “open pedal” markings in his entire body 
of works, which both occur in his Sonata in C Major, Hob. XVI, no. 50, composed in 
1795. The intended “blur” demonstrates the strong influence of the English school of 
fortepianism.  
 





118 Richard Kramer, “Notes to Beethoven’s Education,” American Musicological Society 28, No. 1 
(Spring 1975): 72-101, at 73. 
119 Franz Joseph Haydn, Sonata in C Major, Hob. XVI, no. 50 (Vienna: Universal, 1966), mm. 72-75. 
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Beethoven’s first published pedal markings occur in the two piano concertos No. 
1 in C Major, op. 15, composed in 1795, and No. 2 in B-flat Major, op. 19, composed 
from 1787-1795.121 Beethoven was the soloist in the premiere of op. 19 in 1795, and the 
performance marked his debut as successor to Mozart on the Viennese concert scene.122 
This concerto, in particular, carried special significance for Beethoven, as he had begun 
composing it in Bonn and completed it in Vienna, where he stayed for the remainder of 
his life. Op. 19 is Mozartean in character and orchestration. As Jeremy Yudkin points out, 
the opening of op. 19 is “an echo of the beginning of Mozart’s Piano Concerto, K. 
595.”123 Most significantly, following Mozart’s post-Salzburg concertos described in my 
Chapter Five, Beethoven positions the fortepiano as an equal to the orchestra, using long 
pedal indications to achieve fullness of sound and enable an exuberant dialogue. The 
 
120 Ibid, mm. 120-124. 
121 The first two movements of op. 19 were composed from 1787-89 and the finale was composed in 
1795. Joseph Kerman, et. al., "Beethoven, Ludwig van." Grove Music Online (2001), 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000040026. 
122 The premier of op. 19 was given at the Burgtheater in Vienna, where Mozart premiered so many of 
his piano concertos, where Beethoven performed many of Mozart’s piano concertos, and where 
Beethoven would give many more of his own premieres. 




following musical examples will focus on notated pedal markings that result in “blur.” 
 
Example 39: Piano Concerto No. 2 in B-flat Major, op. 19, Movement 1, Allegro con 
brio, mm. 281-284 
 
 
In Example 39, the pedal point on the dominant that spans from measure 281-284 
is facilitated by the lifting of the dampers, as Beethoven indicates with the pedal marking 
in measure 281. Here, the undamped quality of the fortepiano reinforces a sustained 
texture in the low strings and winds and creates an ebullient flurry under the imitative 
dialogue of the first and second violins. Furthermore, the sparkling color, amplification of 
dynamic, and resultant “blur” is highly effective for ushering in the full tutti fortissimo 













Example 40: Piano Concerto No. 2 in B-flat Major, op. 19, Movement 2, Adagio, 
mm. 74-81 
 
 Beethoven’s iconic recitative style124 in Example 40 foreshadows similar writing 
in the second movement of the Fourth Piano Concerto and the opening of the Piano 
Sonata, op. 31, no. 2 (“The Tempest”). The Adagio movement of Op. 19 comes to a close 
with an elegant dialogue between the fortepiano and the orchestra. The pedal marking in 
measure 74 is accompanied by the instruction “con gran espressione” in a piano 
dynamic. The lifting of dampers in such a scalar passage creates a noteworthy amount of 




124 Though Beethoven had composed a few vocal works before the premier of op. 19, his recitative 
style was most notable in his works for fortepiano. The instrumental use of recitative culminated in the 
late piano sonatas and the late string quartets. 
125 Beethoven would often leave the copying of the solo fortepiano parts of his concertos to last. He 
was known for premiering several works, especially these first two concertos, with only an empty 




Example 41: Piano Concerto No. 1 in C Major, op. 15, Movement 1, Allegro con 
brio, mm. 335-336 
 
 
Example 42: Piano Concerto No. 1 in C Major, op. 15, Movement 1, Allegro con 
brio, mm. 344-346 
 
In Examples 41 and 42, from the first movement of the piano concerto, op. 15, the 
chromatically descending diminished harmonies in measure 335 begin an undamped 
passage that continues through the octave glissando moment in measure 344 and creates a 
significant amount of “blur.” The use of the damper-lifting mechanism enables the soloist 
to mimic the portato articulation of the horns, which alternate in dialogue with the 
fortepiano. The dazzling gesture of the octave glissando, amplified and blurred by the use 
of the pedal, ends with a similar result as in Example 39 from op. 19. The amplification 





Example 43: Piano Concerto No. 1 in C Major, op. 15, Movement 2, Largo, mm. 50-
54 
 
 At this point, we can begin to recognize a trend in Beethoven’s use of undamped 
effects: many of his notated pedal markings occur at important structural points.  
Sandra Rosenblum elaborates on this compositional technique:  
Beethoven used pedal to highlight or relate to form in more ways than did his 
contemporaries. His effects include enhancing a pivotal point, bridging, coloring 
an important section or theme, signaling the return of a theme or a section, and 
incorporating pedaling as an element of structure.126 
 
In Example 43, Beethoven “blurs” the chromatic passing harmonies of measure 
52, which disorient the listener before the theme of this Largo is recapitulated, this time 
in the fortepiano instead of the orchestra. And in Examples 39 and 41, we also saw “blur” 
being used before recapitulation points. There is thus a close relationship between 
Beethoven’s structural ingenuity and his use of undamped effects. Usually, in Classic-era 
works, one would expect to feel more and more at home harmonically before the 
recapitulation of a main theme. Beethoven defies expectation by confusing us 
harmonically before the opening theme returns. 
 
126Sandra Rosenblum, Performance Practices, 127. 
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Example 44: Piano Concerto No. 1 in C Major, op. 15, Movement 2, Largo, mm. 91-
92 
 
 Example 44 shows Beethoven’s use of the pedal to create motivic continuity 
between movements, an idea that he would develop throughout his symphonic output, 
and particularly noticeable, for example, in the leitmotif-like relationship of themes in his 
Symphony No. 6 in F Major, op. 68. In measure 91 of Example 44, Beethoven brings 
back the descending diminished harmonies of the first movement (see Ex. 41). The effect 
is subtle, but the association is largely accomplished by the strong aural association of the 
undamped sound effects in these passages. 
 
Example 45: Quintet for Piano and Winds in E-flat Major, op. 16, Movement 3, 





 In Example 45, Beethoven uses a long pedal indication to create “blur,” both 
within the fortepiano part (the chromatic descending scale) and in the winds (their 
sustained harmonies) before the final statement of the rondo theme. This passage conveys 
a playful atmosphere and defies expectation, just as in Example 43. The “blur” that 
results from the long pedal indication from measure 138-141 disorients the listener and 




Example 46: Piano Sonata No. 14 in C-sharp minor (“Quasi una fantasia”), 
Movement 1, Adagio sostenuto, mm. 1-3 
 
 The first movement of the “Moonlight”127 Sonata (see Ex. 46) includes perhaps 
the most enigmatic and famous of Beethoven’s long pedal indications. It is one of two 
sonatas in his op. 27 that bear the inscription “Quasi una fantasia,” which refers to their 
free first-movement structure. The expressive marking “Si deve suonare tutto questo 
pezzo delicatissimamente e senza sordino” translates as “This whole movement should 
 
127 The German poet and critic Ludwig Rellstab gave the piece this subtitle around 1830. Michael 




be played with utmost delicacy and without dampers.” 
Charles Rosen gives his interpretation of the inscription: 
In short, the pedalled sound is still a special effect for Beethoven as it was for 
Haydn, and he used it above all for contrast. The first movement of the 
“Moonlight” Sonata is perhaps the only exception in his work, a unique essay in 
tone color: here he wanted the entire piece to be played with pedal, to be played, 
in fact, delicately and pianissimo without ever changing the pedal, that is, without 
lowering the dampers on to the strings. Even on his piano this made for a slight 
blurring, a wonderful atmospheric sonority.128 
  
Oddly, Beethoven’s pupil Czerny provides a contrary opinion, “[T]he prescribed pedal 
must be re-employed at each note in the bass.”129 Czerny’s suggestion is contraindicated 
by the frequency with which Beethoven does, through most of his works, notate a change 
of pedal according to bass-note motion in a conventional way. Here, the pedal is being 
used to create a special effect and one that is specific to the fortepiano, as the instrument 
enables Beethoven to explore a new sound world, one that is at times outside the realm of 
even a full orchestra. 
 
Example 47: Piano Sonata No. 17 in D minor, op. 31, no. 2, Movement 1, Largo-
Allegro, mm. 143-148 
 
 
128 Charles Rosen, Beethoven’s Piano Sonatas: A Short Companion (New Haven: Yale University 
Press, 2002), 108. 
129 Czerny, On the Proper Performance, 39. 
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 The pedal indication in Example 47 from Beethoven’s “Tempest”130 Sonata is 
distinctive in that it represents one of the first instances of recitative-style writing in a 
work for fortepiano and there is a substantial amount of “blur” indicated by a long pedal 
marking. The recitative texture evokes an earlier Baroque opera or sacred music idiom. 
However, the addition of “blur” allows Beethoven to reappropriate this style and imbue it 
with his own compositional voice. Both the key (D minor) and recitative style 
foreshadow later examples from the Ninth Symphony. 
 
Example 48: Bagatelles, op. 33, no. 7, Presto, mm. 21-26 
 
Beethoven’s three sets of “Bagatelles,” a word that translates literally as “trifles,” 
are far more significant to the composer’s compositional development than their title 
might suggest. The final Bagatelle of the op. 33 set, no. 7 in A-flat Major (see Ex. 48), 
contains the first instance of Beethoven blurring tonic and dominant harmonies over one 
long pedal. The use of an undamped effect in the upper register in a pianissimo dynamic 
was pioneered by fortepianists of both the English and French schools of fortepianism. 
However, Beethoven goes even further in that he uses “blur” to undermine the leading 
 
130 Anton Schindler, Beethoven’s early biographer, applied the subtitle “Tempest.” He felt that this 
sonata parallels dramatically with Shakespeare’s play. Anton Schindler, Beethoven As I Knew Him, 
trans. Constance S. Jolly (London: Faber and Faber, 1966), 393. 
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quality of the dominant chord, a technique that he would further explore in the Fourth 
Piano Concerto and the later symphonies. 
 




The pedal markings in Example 49 are found in Beethoven’s original cadenza. 
Beethoven’s pupil and designated page-turner, Ignaz von Seyfried, confirmed that the 
score the composer played from in performance contained only important cues.131 
Therefore, the cadenza that is played today must have been preserved in ink after at least 
the first performance, if not later than that. Beethoven’s methodical transcribing of this 
improvisatory material signifies a new specificity of notation and gives us all the more 
reason to examine the pedal markings. The indications found in this passage clearly 
signal his desire to preserve the low G pedal point. Any “blur” that results from the triplet 
passing tones in the right hand lends a vibrancy that serves to evoke the grandeur and 
resonance of a full orchestra. 
  
 
131 Thayer, Thayer’s Life of Beethoven, 329-30. 
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Example 50: Piano Concerto No. 3 in C minor, op. 37, Movement 2, Largo, mm. 1-3 
 
 The profound opening theme of the middle movement of this concerto is played 
solo by the fortepianist with a long pedal indication (see Ex. 50). Some might argue that 
the fortepianist should indeed use the pedal, but only as a tool for creating legato in this 
chordal texture. Luckily, in this case, Czerny provided an eye-witness account of 
Beethoven’s performance of this passage, “Beethoven, who played this concerto in 1803 
in public, held the pedal down through the entire theme, which did very well on the weak 
sounding pianos of the time, more especially when the soft pedal was also taken.”132 
(Note the pp indication at the same time.) When Beethoven’s pedaling instructions are 
followed, as written, the resulting timbre evokes an offstage brass chorale.  
 
Example 51: Piano Sonata No. 21 in C Major, op. 53, Movement 3, Rondo: Allegro 
moderato-Prestissimo, mm. 13-18 
 
 
132 Czerny, On the Proper Performance, 15.  
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 The “Waldstein”133 Sonata serves as an example from Beethoven’s “heroic” style, 
exemplified in both the Sonata No. 9 for Piano and Violin in A Major, op. 47 and the 
Symphony No. 3 in E-flat Major, op. 55. Many textures in op. 53 play to the strengths of 
Beethoven’s new Érard grand piano; the Érard was a perfect match in that both the 
instrument and Beethoven’s compositional style were seen as a synthesis of the French 
and English schools of fortepianism.  
Andrea Botticelli writes about the influence of French pedaling techniques: 
Throughout the finale of the “Waldstein” Sonata, in fact, Beethoven includes 
copious pedal markings. In the third movement, Beethoven uses the pedal as a 
continuous presence, an ever-present cushion of sound. Indeed, as Rowland 
observes, Beethoven’s pedaling has “much more in common with the Paris and 
London schools.” The pervasive use of the damper pedal in the “Waldstein” 
sonata is evidence of the fashion for the pedal most notably found outside the 
Habsburg capital. Thus in this finale, Beethoven achieves a completely new sound 
in the Viennese sphere, one characteristic of French pianism and the Érard 
piano.134 
 
The passage given in Example 51 shows Beethoven using the upper register of his Érard 
piano in combination with the damper pedal to create a celestial “blur.” Most notable is 




133 The nickname for op. 53 comes from the sonata’s dedicatee, Count Waldstein of Vienna, 
Beethoven’s early patron. 
134 Botticelli, “Creating Tone,” 79. 
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Example 52: Symphony No. 3 in E-flat Major, op. 55, Movement 1, Allegro con brio, 
mm. 565-571 
  
Beethoven’s Symphony No. 3 in E-flat Major, op. 55, (“Eroica”)135 was 
premiered in 1804 to an extremely polarized reception.  
A contemporary periodical, Der Freimüthige published the following review: 
On that evening, the audience and H. v. Beethoven, who himself conducted, were 
not mutually pleased with one another. For the audience the Symphony was too 
difficult, too long and B. himself too rude, for he did not deign to give even a nod 
 
135 Beethoven had originally named his Symphony No. 3 after Napoleon Bonaparte but changed the 
title to “Eroica” after Napoleon declared himself emperor, betraying the ideals of the French 
Revolution that Beethoven so admired. Joseph Kerman, et. al.,  "Beethoven, Ludwig van," Grove 





to the applauding part of the audience. Beethoven, on the contrary, did not find 
the applause sufficiently enthusiastic.136 
  
Beethoven’s friends and avid followers worshipped the “Eroica’s” unusual formal aspects 
and grander scope, while critics feared that the piece would affect a new trend of music 
that alienated the average, non-connoisseur audience member. It is not surprising that this 
work that marked the symphonic beginning of Beethoven’s middle period is second only 
to Symphony No. 9 in its exploitation of undamped effects. Example 51 shows 
Beethoven using “blur” in a combination of sustained and contrapuntal textures. 
Particularly in measure 570, the staccato scales in the first violin against the solo oboe 
line creates a sparkling, ethereal “blur,” emphasized by the imitative quality of the second 
violin. The resulting cosmic glow of this moment resembles the effect of the céleste pedal 




136 Landon, Beethoven: A Documentary Study, 92. 
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Example 53: Symphony No. 3 in E-flat Major, op. 55, Movement 2, Marcia funebre: 
Adagio assai, mm. 69-72 
 
 Example 53 from the Maggiore section of the second movement bears a striking 
resemblance to the writing in the first movement of the Piano Sonata No. 14 in C-sharp 
minor, op. 27, no. 2, seen in Example 46. In contrast to the minor modality and 
descending bass line of Example 46, here Beethoven creates a remarkable sense of hope 
and lift through the “blur” of the imitative rising lines of the low strings and the 
accompaniment in the upper strings. Beethoven takes what looks like a typical Classic-




Example 54: Symphony No. 3 in E-flat Major, op. 55, Movement 4, Finale: Allegro 
molto, mm. 1-5 
 
 The finale of op. 55, a theme and variations, opens with a bombastic fortissimo 
unison descending scalar gesture (see Ex. 54). In the above passage, Beethoven creates 
“blur” with the repeated A-flat’s of the first violins in measure 4, as the rest of the 
orchestra continues in unison to reinforce a fortissimo dynamic. Though the effect is 
brief, the dissonance gives momentum to a propelling crescendo into the fermata that 
follows two bars later.  
 
Example 55: Sonata No. 9 for Piano and Violin in A Major, op. 47, Movement 2, 
Andante con variazioni, mm. 57-58 
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 Example 55, from the “Kreutzer” Violin Sonata, shows another instance of “blur” 
in the recitative style.  The right-hand tones of measure 57 mix together and create a 
mysterious aura. This passage is also structurally significant in that it provides a 
suspension of time (see the fermata in measure 57 and 58) before the return of the 
opening theme of this Andante con variazioni. The other movements of the “Kreutzer” 
Sonata137  also contain an abundance of detailed pedal markings typical of Beethoven’s 
middle period. The “Kreutzer” did for chamber music what the “Eroica” did for the 
symphony: Beethoven dramatically expanded the size and scope of the genre.138 His 
extreme care in micromanaging undamped textures both orchestrally and pianistically is a 
distinctive feature of his evolution as a composer in his middle period. 
 
Example 56: Piano Concerto No. 4 in G Major, op. 58, Movement 1, Allegro 
moderato, mm. 356-359 
 
 
 Example 56 marks the beginning of a six-measure-long pedal indication. The 
atmosphere created by both the undamped fortepiano and the orchestra, which imitates 
the melodic material of the soloist in pianissimo, is ethereal. This closing motive serves 
 
137 The work was named after its dedicatee, violinist Rudolphe Kreutzer. 
138 The “Kreutzer” Sonata was inscribed “in the style of a concerto” in an early sketch and a typical 
performance lasts around forty minutes. Owen Jander, “The ‘Kreutzer’ Sonata as Dialogue,” Early 
Music 16, No. 1 (February 1988): 34-49, at 35. 
 
 96 
to answer the call of the opening of the movement. The harmonic “blur” achieved by the 
use of the damper pedal is significant in that Beethoven repeatedly mixes tonic and 
dominant harmonies in the upper register of the fortepiano. This kind of “blur” in the 
upper register calls to mind Haydn’s “open pedal” marking in his Sonata in C Major,  
Hob. XVI, no. 50. 
 
Example 57: Piano Concerto No. 4 in G Major, op. 58, Movement 2, Andante con 
moto, mm. 47-50 
 
 In Example 57, we can observe a more evolved version of Beethoven’s 
compositional style. Beethoven uses the damper pedal to amplify the resonance of the 
singular voice of the fortepiano, which is truly pitted against the orchestra in this 
movement, by way of dynamic and rhythmic contrast. The added resonance of the pedal 
serves to exaggerate the contrast between the unrelenting dotted rhythms of the orchestra 
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and the plaintive legato melody of the soloist. Even more poignant is Beethoven’s use of 
“blur” in the final measure. 
 
Example 58: Piano Concerto No. 4 in G Major, op. 58, Movement 2, Andante con 
moto, mm. 72 
  
 As shown in Example 58, the fortepianist’s profound final words in this 
movement are spoken under one long pedal marking. The inevitable blurring of the F-
sharp and E results in an unsettling lack of closure. As exemplified here, Beethoven’s use 
of undamped effects takes his music to new heights of expression. 
 
Example 59: Piano Concerto No. 4 in G Major, op. 58, Movement 3, Rondo: Vivace, 
mm. 80-84 
  
 In the last movement, the otherworldly second theme in the dominant key area is 
entirely undamped with no indication to release the pedal (see Ex. 59). Given the 
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occasional chromaticism (the B-flat in measure 82) and constant stepwise motion, a 
compelling amount of “blur” is indicated. The fortepianist plays alone except for a single 
D drone in the celli. The pedal “blur” helps to create a sudden change of surroundings, 
another world unbound by time. Beethoven accomplishes this momentary transcendence 
with undamped effects. 
 





The Symphony No. 4 in B-flat Major, op. 60 is the second symphony written in 
Beethoven’s “heroic” middle period. Composed in the summer of 1806 at the 
Lichnowsky castle in Grätz,139 the work is often overlooked when compared with the 
preceding “Eroica” Symphony and the following Symphony No. 5 in C minor, op. 67; 
this may be because Beethoven’s experimentalism in this work is more in the vein of 
Haydn and can seem regressive when studied alongside the third symphony. Nonetheless, 
it is an underrated gem that foreshadows some of the more impressionistic timbres of the 
“Pastoral” Symphony. Example 60 shows Beethoven using “blur” to affect a very quick 
and dramatic crescendo similar to the passage shown in Example 54. The repeated A-
flat’s in the first and second violins clash with the descending and ascending scalar 
figures in the rest of the string section. The resultant “blur” creates an amplified effect,  
much as it would in an undamped passage on the fortepiano. 
 





139 Landon, Beethoven: A Documentary Study, 114. 
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Symphony No. 5 in C minor, op. 67 is second to only the Ninth Symphony in its 
monumental influence on the later composers who became known as symphonists (i.e., 
Schubert, Brahms, Bruckner, Dvořák, and Mahler). Its premiere was given at the Theater 
an der Wien in December of 1808 together with the “Pastoral” Symphony and many 
other works.140 The above passage foreshadows Beethoven’s later obsession with non-
harmonic sustained drone-like textures. Example 61 strongly resembles similar music at 
the end of the first movement of Beethoven’s Sonata No. 10 for Piano and Violin in G 
Major, op. 96 (see Ex. 72). Both passages occur at an important structural juncture; in 
this case, Example 60 leads directly into an attacca transition to the final movement of 
the symphony. The drone is accomplished by the pulsating quarter notes of the celli, 
basses, and timpani combined with the sustained C’s of the violas and second violins. 
Beethoven then adds a non-harmonic hemiolic rising line in the first violin that evokes a 
sense of cosmic expansion, enhanced by the “blur” created by the combination of the 
drone and the independent violin line. 
 




140 Landon, Beethoven: A Documentary Study, 126. 
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The Klavierstücke in A minor, WoO. 59 (“Für Elise”) is perhaps the most widely 
recognizable piece Beethoven ever wrote; almost all young pianists encounter this work 
at one point or another. It is also famous for its mysterious dedicatee.141 For a smaller-
scale work, it contains a striking abundance of detailed pedal markings and dramatically 
contrasting dynamics. It’s year of composition also marks Beethoven’s possible renewed 
preference of Streicher fortepianos, as they were now equal to those of the rival Walter 
firm in fullness of tone and resonance. The passage shown in Example 62 displays an 
extremely long pedal marking that creates a significant amount of “blur,” especially in 
the chromatic descending scale of measure 67 and 68. Similar techniques can be seen in 
Beethoven’s later works, such as the Piano Concerto No. 5 in E-flat Major (see Ex. 66) 
and the Quintet for Piano and Winds, op. 16 (see Ex. 45). The blurring of chromatic 
tones, even here in the upper register, is distinctly Beethovenian, and not a technique 
typical of either the English or the French schools of fortepianism. 
 








 The sustained undamped passage in the first movement of the Fifth Piano 
Concerto (see Ex. 63) bears a striking resemblance to Example 59 in its high registral 
placement, the repeated G-flat’s in the celli, and an ethereal quality. This time, Beethoven 
does include a tertiary modulation to the flat-VI key area, combining modal mixture with 
“blur” to transport us to another world before the tutti orchestra brings us back to reality 
with the march-like hammer blow chords that follow. 
 
 





In the closing material of this movement, Beethoven blurs tonic and dominant 
harmonies by way of the damper pedal. This added resonance in the upper register of the 
fortepiano (reinforced by the octave doubling) facilitates the gigantic tutti orchestra 
buildup that ends with six fortissimo E-flat-Major chords. The sympathetic vibrations of 
all of the strings of the fortepiano help to amplify the instrument as an equal force to that 




Example 65: Piano Concerto No. 5 in E-flat Major, Movement 2, Adagio un poco 
mosso, mm. 16-17 
 
In the slow movement of this concerto, Beethoven gives the first full statement of 
the main theme to the muted strings. The fortepianist enters with sublime, undamped 
descending scales (see Ex. 65), accompanied by pianissimo strings that sustain static 
harmonies. The use of the damper-lifting mechanism to create a true portato articulation 
on the fortepiano would have been expected (see also Ex. 63). However, Beethoven takes 
this resonant effect further by creating a fair amount of “blur” with the gossamer 
descending scalar writing in the right hand, juxtaposed with the contrary-motion but 
harmonically static Alberti figuration in the left. 
 






In the last movement, Beethoven uses a long pedal marking to emphasize a 
tertiary modulation, from the previously established C Major to the key area of A-flat 
Major, which will eventually serve to navigate us back home to the tonic E-flat Major 
(see Ex. 66). The use of an undamped effect throughout the return of this rondo theme in 
a foreign key in a contrasting dynamic is highly effective. At this point in the forty-
minute-long work, the listener will have established an aural association between “blur” 
and the repeated defiance of harmonic expectation. 
 
Example 67: Symphony No. 6 in F Major, op. 68, Movement 1, Allegro ma non 




It is hard to imagine both the Fifth and Sixth symphonies being premiered at the 
same concert, because both works are so gargantuan and influential in different ways. 
The Fifth shows Beethoven at his most motivically obsessive, and the Sixth reaches new 
experimental heights in the way of color, timbre, and “blur,” not to mention the fact that 
it is an explicitly programmatic work.  
Beethoven’s biographer, Anton Schindler wrote of its significance: 
The Pastoral Symphony! As the painter completes each element and brings the 
whole into a united picture, so also did Beethoven in this tone painting. It begins 
peacefully enough in the foreground; the manifold parts are always resolved 
quietly. After the terrifying and fearsome depiction of the thunderstorm, the 
background again resolves itself peacefully, and when in the final measures the 
distant note of the hunting horn is heard, we feel as if we were in the great concert 
hall of nature. Praise be to thee, exalted master!142 
 
 
Already in the exposition of the first movement Beethoven uses a sustained drone in the 
metered tremolando figure in the celli and a diatonic melody in the flutes to create a 
subtle “blur” effect that evokes a natural landscape. For instance, in measure 32 of 




142 Landon, Beethoven: A Documentary Study, 130. 
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Example 68: Symphony No. 6 in F Major, op. 68, movement 4, Allegro, mm. 21 
  
Beethoven accomplishes the realistic depiction of a storm in the fourth movement 
of the “Pastoral” Symphony through the use of harmonic “blur” in a tremolando style, a 
technique that had gained popularity amongst contemporary English and French 
fortepianists, and through the use of polyrhythm. The timpani adds a low rumble, and the 
basses and celli combine to produce a thunderous effect. The five-against-four rhythmic 
structure of the basses and celli and cluster-like pitch content channel the sublime—the 
harmonious chaos of nature that few composers have captured as successfully as 
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Beethoven has in this iconic movement. 
 
Example 69: Symphony No. 6 in F Major, op. 68, Movement 5, Allegretto, mm. 61-63 
 
 In previous examples, we’ve seen Beethoven use “blur” to mark a recapitulatory 
return or a harmonic modulation, sometimes by way of a tertiary relationship. In Example 
69, he uses a non-harmonic drone and resultant “blur” to shift almost subliminally from 
the C-Major key area back to the home key of F Major. In measure 61, the open fifth 
drone built on F in the lower strings clashes with the C Major arpeggiation in the violins 
and clarinets. The sense of “blur” compounds with the rising scalar line of the first violins 
in measure 63. Because the listener has been primed for this use of the drone in the first 
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movement (see Ex. 67), the effect of this modulation is like the return of sunlight peeking 
through the clouds after the violent storm of the previous movement.  
 
Example 70: Piano Trio No. 7 in B-flat Major, op. 97, Movement 3, Allegro 
moderato, mm. 110-113 
  
The premiere of the Piano Trio No. 7 in B-flat Major, op. 97, (“Archduke”)143 in 
April of 1814 was one of Beethoven’s last public appearances performing his own music.  
Contemporary fortepianist Ignaz Moscheles commented on the concert: 
At a musical entertainment at the Römischer Kaiser given at noon, I heard a new 
Trio by Beethoven in B-Flat Major played by himself. How many compositions 
are unjustifiably marked with the little word “new.” But never a composition by 
Beethoven, and surely not this one, which is completely original. Apart from the 
spirit, his actual playing gave me less satisfaction, because it was neither clean 
nor precise, yet I could still notice many traces of a once great virtuosity, which I 
had long recognized in his compositions.144 
 
At this point, Beethoven was almost completely deaf. It is notable that Moscheles views 
Beethoven’s playing as “neither clean nor precise.” The “Archduke” Trio contains the 
 
143 Op. 97 was dedicated to Archduke Rudolph of Austria, Beethoven’s most important patron, thus it 
is commonly referred to as the “Archduke” Trio. 
144 Landon, Beethoven: A Documentary Study, 151. 
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greatest number of long pedal markings that indicate “blur” of all of Beethoven’s 
chamber works for fortepiano. We must be careful when interpreting contemporary 
reviews of Beethoven’s playing, and realize that a lot of the “uncleanliness” referred to in 
such accounts was explicitly notated by way of long pedal indications in Beethoven’s 
published music. The type of “blur” indicated in the “Archduke” Trio marks an important 
transitional phase and foreshadowing of his late period. 
 Example 70 shows a soloistic passage for the fortepiano with a long pedal 
indication. The undamped effect is further enhanced by embellishing trills, abundant half-
step motion, and the E-flat Major harmony that is arpeggiated in the left-hand 
accompaniment. The fortissimo dynamic marking makes it clear that the performer is not 
to shy away from the overflowing resonance of this passage. The use of “blur” and the 
upper register of the fortepiano conveys the influence of the English and French schools 




Example 71: Symphony No. 8 in F Major, op. 93, Movement 4, Allegro vivace, mm. 
244-249 
  
Beethoven’s Symphony No. 8 in F Major, op. 93 was seen at the time of its 
premiere in 1814145 as a stylistic step back from the progressivism of both the Sixth and 
Seventh Symphonies. Its aesthetic picks up where Mozart and Haydn left off, and it lacks 
the gravitas common in Beethoven’s earlier works. Nevertheless, the ample use of 
extreme dynamic ranges (from pianissimo to fortississimo) and exploitation of undamped 
textures place it firmly and recognizably in the Beethovenian vernacular. In Example 71, 
 
145 It was premiered at the Redoutensaal in Vienna with the Seventh Symphony, among other works. 
Antony Hopkins, The Nine Symphonies of Beethoven (Seattle: University of Washington, 1981), 221. 
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Beethoven uses metric and harmonic “blur” to create an effervescent atmosphere around 
the main theme of this finale. The triplets of the violins and violas create a six-against-
four polyrhythm with the other instruments. This rhythmic obscurity is enhanced by the 
harmonic “blur” created by the half step dissonances between the winds and upper 
strings. 
 
Example 72: Sonata for Piano and Violin No. 10 in G Major, op. 96, Movement 1, 
Allegro moderato, mm. 255-258 
 
 With its fragmented themes and pastoral affect,  Beethoven’s Sonata for Piano and 
Violin No. 10 in G Major, op. 96 marks the beginning of the composer’s departure from 
the “heroic” style of his middle period. Much like in the “Archduke” Trio, Beethoven 
uses undamped textures and a new hyper-lyrical style to evoke a natural landscape and 
new perspective. Example 72 strongly resembles a similar blurry texture in the Scherzo of 
the Fifth Symphony (see Ex. 61). Beethoven places the main motive of this opening 
movement in the bass register of the fortepiano and indicates a long pedal marking. The 
trill and non-harmonically functioning rising contour of this left-hand melodic material 
creates a fair amount of “blur,” which adds a stunning luminosity to the final measures of 
the movement.  
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Example 73: An die Hoffnung, op. 94, Larghetto, mm. 36 
  
Both An die Hoffnung,  op. 94 and An die ferne Geliebte, op. 98 were composed 
around the same time that Beethoven was revising the final version of his opera, Fidelio, 
as evidenced by an extant sketchbook dated around 1813.146 Op. 94 is Beethoven’s 
second setting of Christoph August Tiege’s poem from the set entitled Urania; the first 
was his op. 32, a much shorter work that omits the opening strophes. Example 73 shows 
Beethoven using an undamped texture (as indicated by the long pedal marking in 
measure 36 to text paint, in this case to help create the image of the angel counting the 
tears of the sufferer. Beethoven is certainly the first composer to use the pedals of the 
fortepiano to enhance text painting. One would be hard-pressed to find other examples of 
song accompaniments with similarly indicated long pedal markings, though. An die 
Hoffnung, op. 94 foreshadows Beethoven’s more dramatic use of harmonic “blur” in his 
song cycle An die ferne Geliebte, op. 98. 
 




Example 74: An die ferne Geliebte, op. 98, no. 3, Allegro assai, mm. 134-135 
 
Beethoven’s An die ferne Geliebte, op. 98, was the first song cycle ever 
composed. The work, published in 1816, set to music the poetry of Alois Jeitteles, a 
contemporary Austrian poet who was directly acquainted with the composer. Early 
reviews of An die ferne Geliebte were glowing; audiences and critics alike admired 
Beethoven’s song cycle for its uncharacteristic optimism and innocent hopefulness.  
One such review from the Allgemeine Musikalisches Zeitung read: 
It is truly splendid that, toward the end, even the poet lets the first lied itself again 
become more discernible, only condensed, ending with a free and heartfelt close. 
Thus, at the same time, the whole work concludes as a true Lieder-Kreis [song 
cycle], completely satisfying and according to plan.147 
 
An die ferne Geliebte would serve as a great influence to later song composers, especially 
Robert Schumann. Beethoven’s use of cyclical motives and key relationships as well as 
undamped effects and contrasting dynamics help to highlight the narrator’s journey of 
longing in tandem with different elements of his natural surroundings. For instance, in the 
 
147 David Ferris, Schumann’s Eichendorff Liederkreis and the Genre of the Romantic Cycle (Oxford: 
Oxford University, 2000), 82. 
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mercurial third song, Beethoven moves from the major to the minor mode without 
transition to depict the unpredictable shifting of the west wind. The long pedal indication 
(see Ex. 74) in combination with the pianissimo dynamic and stepwise movement of 
right-hand chords creates a stunning blurry effect.   
 
Example 75: An die ferne Geliebte, op. 98, no. 5, Vivace, mm. 202-208 
 
 In Example 75, Beethoven doubles the vocal line in the pianoforte part (later 
influencing Schumann and Mendelssohn), but this technique is used over the indication 
of a six-measure-long pedal. The contrast between the clarity of the vocal line and the 
extreme “blur” of the fortepiano part perfectly highlights the juxtaposition of the 
inexorability of nature and the tension of human desires that drives this song cycle. The 




Example 76: An die ferne Geliebte, no. 6, Allegro molto e con brio, mm. 337-342 
  
One of the most striking elements of An die ferne Geliebte, noticed by admirers at 
the time of its publishing, was Beethoven’s success in linking different motives 
throughout the six songs. In the cycle’s final song, Beethoven brings back the opening 
theme in an excited accelerando that culminates in this effusive finale, brimming with the 
narrator’s sincere hope of being reunited with his distant beloved (see Ex. 76). Both the 
tonality (E-flat Major), melodic content (rising line in measure 341), and “blur” (long 
pedal indication) serve to complete the circle (Kreis) of this life-affirming story. 
Beethoven’s extensive fortepiano postlude set a precedent for many composers to follow 
(i.e., the postlude of Schumann’s Frauenliebe und — leben and Dichterliebe). The long 
pedal marking amidst sharply contrasting dynamic shifts was highly unusual even in the 




Example 77: Piano Sonata No. 28 in A Major, op. 101, Movement 2, Lebhaft, 
marschmäßig, mm. 30-33 
  
 
Composed in 1816, Beethoven’s Piano Sonata No. 28 in A Major, op. 101 is 
considered the first of the late-period works for fortepiano. Marta Schermerhorn writes of 
the influence of Beethoven’s tumultuous personal life on his late-period aesthetic: “The 
many conflicts and disappointments leading up to his late period caused Beethoven to 
retreat into his own private world, devoid of the possibility of a wife and family.”148 
Beethoven’s raw honesty in the expression of complex, often dark emotions is especially 
moving in the last five sonatas for fortepiano. In this final period of productivity before 
the decline of his health, Beethoven continued to experiment with undamped effects by 
way of long pedal indications. In Example 77, he creates an ethereal effect in the upper 
register that contains the same unrelenting rhythmic pattern as the rest of the movement, 
but sharply contrasts in its delicate timbre and fleetingly wistful aura. 
  
 
148 Marta Schermerhorn, “An Historical and Analytical Study of Beethoven’s Fortepiano Sonata in A 




Example 78: Piano Sonata No. 29 in B-flat Major, op. 106, Movement 1, Allegro, 
mm. 1-4 
  
Beethoven’s Piano Sonata No. 29 in B-flat Major, op. 106 has become known as 
the “Hammerklavier” Sonata, despite the same inscription (“für das Hammerklavier”) 
appearing in the autograph manuscripts of op. 101 and op. 109-111. The special title on 
these works signals the arrival of Beethoven’s new English grand piano from the 
Broadwood firm in 1818. Of all Beethoven’s personal fortepianos throughout his life, the 
Broadwood most resembled our modern piano. The English grand touted a greatly 
expanded range, solid hammers, and floor pedals much like the ones found on the modern 
concert grand. Beethoven’s compositions during this time were specifically written to 
exploit the new features of the Broadwood. Of the last five piano sonatas, op. 106 is the 
work that most explicitly exemplifies ideals of the English school of fortepiano and the 
capabilities of its instruments. 
 Nicholas Marston describes its distinction from the other late sonatas: 
That the nickname [Hammerklavier] has become specially attached to op. 106 is, 
as so often, merely an accident of history. Not that op. 106 needs a nickname to 
distinguish it from op. 101 and op. 109-111 in any case; it stands apart from the 
four other late sonatas for a number of reasons. It is by far the longest (at the time, 
in fact, it was probably the longest sonata ever written); the most “obsessively 
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concentrated,” a work of an “extreme character.”149 
 
True to the English style, the first four measures of the sonata are written to show off the 
grander tone and impressive resonance of the new Broadwood. The long pedal marking 
(see Ex. 78) enhances the natural ringing bell-like quality of the upper register by 
blurring the D and E-flat of the top voice in measure 1-2, followed by F and G in measure 
3-4. 
 
Example 79: Piano Sonata No. 31 in A-flat Major, op. 110, Movement 3, Adagio ma 
non troppo, mm. 4 
 
 Beethoven’s Piano Sonata No. 31 in A-flat Major, op. 110 was composed in 1821 
and represents a new level of formal innovation, even amongst his most experimental late 
works. Example 79 shows the Recitativo undamped passage that serves as a transition to 
the Arioso dolente music that follows. The structural significance of this Recitativo and 
jarring amount of “blur” created by the long pedal indication is reminiscent of a similar 
effect in the Piano Sonata No. 17 in D minor, op. 31, no. 2  (see Ex. 47). The unusual key 
relationships, unique expressive markings, and emotional trajectory of op. 110 (the final 
 
149 Nicholas Marston, “Approaching the Sketches for Beethoven’s ‘Hammerklavier’ Sonata,” Journal 
of the American Musicological Society 44, No. 3 (Autumn 1991): 404-450, at 404. 
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movement in particular) give it an almost programmatic narrative. William Meredith 
writes, “With his headings for the complex third movement, Beethoven has thus given us 
a proximate outline of the ideas of the sonata’s ending: recitative, sorrow interrupted by 
life, exhaustion, renewal of life.”150 
 
Example 80: 33 Variations on a Waltz by Anton Diabelli, Variation 24, Fughetta-
Andante, mm. 34 - Variation 25, Allegro, mm. 1 
 
 The “Diabelli” Variations, op. 120 is the last of fourteen other sets of variations 
for fortepiano and Beethoven’s last major work for the instrument. Based on a theme by 
the publisher Anton Diabelli, the set was composed from 1819-1823, around the same 
time as the Missa Solemnis and the Piano Sonatas, op. 109-111.151 Op. 120 represents the 
pinnacle of the theme-and-variations genre in the Classic era; the work presents both the 
utmost integrity and wildest departure from Diabelli’s original theme. Among its more 
experimental traits, its transitions are notably innovative. Example 80 shows the 
 
150 William Meredith, “Beethoven’s Sonata in A-flat Major, Opus 110: Music of Amiability, Lament, 
and Restoration,” The Beethoven Journal 17, No. 1 (July 2002): 14-29, at 18. 
151 Patricia Herzog, “The Practical Wisdom of Beethoven’s ‘Diabelli’ Variations,” The Musical 
Quarterly 79, No. 1 (Spring 1995): 35-54, at 38. 
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transition from variation 24 to variation 25 via an undamped texture. As in the transition 
from the second to the third movement of his Piano Concerto No. 4 in G Major, op. 58 
(see Ex. 58), Beethoven obscures a harmonic suspension with pedal “blur,” which 
dovetails into the following musical material. 
 
Example 81: Bagatelles, op. 126, Number 3, Andante, Cantabile e grazioso, mm. 48-
52 
  
Beethoven’s Bagatelles, op. 126 were composed in 1823 and published just 
before the Ninth Symphony in 1825, two years before his death. Margaret Lorince writes, 
“That Beethoven intended these pieces as a real cycle is clear by his indication ‘Ciclus 
von Kleinigkeiten’ (“Cycle of Little Things”) in the sketch of the first Bagatelle of the 
set.”152 As we’ve seen in op. 33, though the Bagatelles are smaller-scale works, they can 
be just as experimental in the way of undamped effects as the piano sonatas, if not more 
so. In op. 126, no. 3 (see Ex. 81), as in Example 48 from op. 33, no. 7, Beethoven 
indicates a long pedal marking in tandem with a dramatic decrescendo. The pedal “blur” 
indicated creates a mixing of tonic and dominant harmonies with an E-flat pedal tone in 
the bass register. 
 
152 Lorince, “The Beethoven Bagatelles, 9. 
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Example 82: Symphony No. 9 in D minor, op. 125, Movement 1, Allegro ma non 




Beethoven’s Ninth Symphony represents the apotheosis of his influence as a 
symphonist, having left its mark on later composers of the genre (i.e., Brahms, Bruckner, 
Mahler, and Dvořák) more than any other work of the Classic era. It is a piece that defies 
all formal expectation and pushes the players beyond their technical limits. 
In his book on rhetorical ingenuities observed in the musical openings of 
Beethoven’s works, Jeremy Yudkin writes:  
The rhetoric of this beginning has no precedent: a tentative opening is sprinkled 
with stardust that coalesces into a strong theme, but this theme in a minor key 
collapses – to be succeeded by similar but different stardust that coalesces into a 
similar but different theme, which, built of a major key a third below (VI), proves 
equal to the task of truly beginning.153 
 
The opening of the Ninth Symphony (see Ex. 82) is a much more obscured manifestation 
of a similar technique used at the opening of Symphony No. 6 in F Major, op. 60 (see Ex. 
67). Though there is technically no mixing of harmonies here, Beethoven uses a 
tremolando open fifth drone-like texture to transition into the tonic key of D minor. The 
effect is both surprising and organic, and, in this case, the “blur” he creates is subliminal, 
using the obsessive repetition of A’s and E’s to prime the listener for the disorienting 
shift.  
David Levy describes the aural effect,  often compared to the orchestra tuning 
up before the start of a performance:  
Many of the crucial harmonic events in the first movement of the Ninth 
Symphony occur on unexpected beats of the measure, and the first hint of D 
minor is provided by the bassoons, who descend to D on the second eighth-note 
beat of measure 15. . . . The effect of these changes is strangely disorienting, the 
 
153 Jeremy Yudkin, From Silence to Sound, 242. 
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tension heightened by the eradication [of] any clear sense of strong and weak 
beats.154 
 
It is fascinating to consider how difficult it may have been for the audience at the 






154 David Benjamin Levy, Beethoven: The Ninth Symphony (New Haven: Yale University, 2003), 52. 
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Example 83: Symphony No. 9 in D minor, op. 125, Movement 4, Allegro assai, mm. 
77 (after vocal entrance)-80 
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Example 83, excerpted from one of the many climaxes of the choral finale of op. 
125, is one of the blurriest, most dense passages of music Beethoven ever composed. 
When the composite pitch content of any given moment is collected, one can see a 
pattern of non-harmonic clusters, rather than any sort of obvious contrapuntal 
organization. Between the incessant octave A ostinato of the basses, contrabassoon, 
timpani, trumpets, horns, and bass vocalist, combined with embellishing trill figures in 
the strings and two-note-slur figures in the voice and wind parts,  there exists an 
overwhelming amount of harmonic “blur.” To isolate just one of many moments, the first 
quarter note of measure 77 contains the cluster A, B, C-sharp, D, E, F-sharp—
interestingly, the pitches that are shared between the tonic key (D Major) and the 





Before offering concluding ideas, I’d like to suggest some avenues for further 
exploration that fall outside the limits of this particular study. First is the issue of 
performance practice. It proved especially fruitful to explore undamped textures as a 
sound concept with reference to the capabilities of historical instruments. However, the 
study of the successful execution of these textures in our time on our instruments is also a 
worthwhile pursuit. The goal of this dissertation is to provide pianists and others who 
may be curious with a detailed contextualization of a particular sound effect, from which 
point they can proceed to make their own well-informed decisions about practical 
execution. Second is the question of Beethoven’s deafness in relation to his exploitation 
of undamped textures. I feel now that having arrived at an understanding of long pedal 
markings as indicated in his music, it would be a fascinating endeavor to explore what 
role Beethoven’s deteriorating hearing may have played in his affinity for undamped 
effects. Robin Wallace has written an excellent book about Beethoven’s tragic hearing 
condition.  
In his chapter three, Wallace addresses the question of what Beethoven was 
hearing in his mind, what he was hearing in his ears, and what ultimately ended up in the 
published music:155 
After his deafness became impossible to deny, he grew increasingly dissatisfied 
with the limits of the pianos at his disposal, whereas earlier he seems to have been 
willing to work within those limits. He also gave increasing attention to the 
physical act of writing music, gradually working out a new and far-reaching 
 
155 Robin Wallace, Hearing Beethoven (Chicago: The University of Chicago Press, 2018). 
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relationship with what in German are called die Noten: the notes. More than any 
previous composer, Beethoven used notation to shape sound, letting his eyes take 
the lead where his ears could no longer easily follow.156 
 
From the Pot-pourris of Daniel Steibelt in 1792 and the necessity for undamped 
sound in Mozart’s post-Salzburg piano concertos to the cosmic opening measures of 
Beethoven’s Ninth Symphony, “blur” as an aesthetic underwent a transformation from a 
stigmatized gimmick to a mode of transcendence. Owing to the rapid dissemination of 
experimental pedaling trends and the equally rapid evolution of fortepiano technology, 
the English and French school fortepianist-composers laid the groundwork for undamped 
textures in Mozart’s post-Salzburg piano concertos and in the works of Ludwig van 
Beethoven. Mozart is particularly important because he is the fortepianist-composer who, 
through his own celebrity, caused the fortepiano to become the preferred instrument for 
public performance. Though there are no published pedal markings in Mozart’s music, 
we know from his letters and through the musical demands of his work, especially in the 
post-Salzburg piano concertos, that he had an affinity for undamped effects. The direct 
influence of Franz Joseph Haydn must also not be ignored, as his radical “open pedal” 
marking in the Piano Sonata in C Major, Hob. XVI, no. 50, makes clear the existence of 
undamped textures as a trend just before the first markings appear in Beethoven’s works. 
 Through the published treatises of contemporary fortepianist-composers, we can 
see that opinions and stigmas surrounding pedaling trends varied according to geography 
and pedagogical lineage. That said, all of the predominant schools of fortepianism 
(German, Viennese, French, and English) seem to have had at the very least a cautious  
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attitude toward extreme undamped textures. Whether because of fashionable tastes or the 
increased resonance of the native instruments, the English school was most known for 
experimentation with pedal effects. Markings in Haydn and Beethoven can be directly 
linked to this stylistic tradition. 
Though we cannot know exactly what Beethoven’s compositional process was for 
every piece, we can see from his numerous extant sketches that he often preserved 
fragments of ideas for orchestral works in a two-stave formation. For example, William 
Meredith’s research points to the origination of the “Eroica” Variations, op. 35, in the 
duel between Steibelt and Beethoven (c. 1800).157 The main theme of op. 35, which 
Beethoven is said to have used in a mocking extemporization based on a cello line from 
Steibelt’s Fortepiano Quintet, op. 28, no. 2, also ended up providing the creative impetus 
for the last movement of his Symphony No. 3 in E-flat Major, op. 55. This anecdote 
outlines a trajectory from Beethoven’s fortepiano improvisations to his composition of an 
orchestral work. 
 The importance of undamped effects in Beethoven’s sound world is substantiated 
by the large number of examples, as I’ve detailed in my Chapter Six. Remarkably, we see 
such effects in Beethoven’s symphonic works as well as his keyboard music.  
Malcolm Bilson offers his opinion on instrument choice in the performance of 
Classic-era keyboard music:  
[I]nstrument and interpretation are tied up so intimately that it makes very little 
sense for anyone to say, “I prefer hearing op. 110 on a Graf to hearing it on a 
 
157 William Meredith, “The Westerby-Meredith Hypothesis: The History of the ‘Eroica’ Variations 




modern piano.” Nonetheless, I do feel that if the most sensitive musicians we 
have can play on the best instruments the composers themselves would have 
encountered, the best results are likely to be obtained.158 
 
Bilson’s words are quite rational, but how often would a modern keyboard player have 
the opportunity to perform on a fortepiano replica in peak condition? The challenges of 
executing long pedal markings on a modern piano have been widely explored, the general 
goal being to honor the indicated “blur” without creating an inappropriate amount of 
harmonic confusion, but how should we define what constitutes an appropriate amount of 
“blur”? Between the post-Salzburg piano concertos of Mozart and the late piano sonatas 
of Beethoven, one can observe the shift from the use of the damper-lifting mechanism for 
practical purposes, to the careful notation of a truly extraordinary sound effect. In order to 
gain a deeper understanding of “blur” in Mozart and Beethoven’s music, performers, 
especially keyboardists, should compare and contrast similar textures in their orchestral 
works. Such an inquiry should seriously consider the possibility that undamped effects on 
the fortepiano directly inspired some of these composers’ most stunning orchestral 
timbres. The fortepiano is fraught with historical significance as a tool for the rapid 
dissemination of new musical techniques in late-eighteenth and early-nineteenth-century 
Europe.  
Modern pianists should always be historically informed, but, in the case of Classic 
composers, in order to comprehend their use of undamped effects in their published 
music for fortepiano, one must dig deeper. Through the preparation of this study, I’ve 
 
158 Malcolm Bilson, “Late Beethoven and Early Pianos,” Early Music 10, No. 4 (October 1982): 517-
519, at 519. 
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arrived at the conclusion that a successful rendering of “blur” in Classic music for 
fortepiano necessitates a thorough historical contextualization, whilst keeping the 
preservation of the indescribable transcendence of this elusive sound effect always at the 
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